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ABSTRACT

DIRECTION OF THE PRODUCTION
MUCH ADO ABOUT NOTIITNG
by
Julie A Somers-Gulsvig
June 2006

The pre-production research included an investigation of the political milieu and
social norms of Elizabethan England during Shakespeare's lifetime; Shakespeare's
biography; and the historical and cultural context of southern Italy during the late
Renaissance. The study also included an examination of Much Ado About Nothing in
terms of its relationship to Shakespeare's canon, as well as an investigation of its origin.
The task of understanding Shakespearean text, and cutting the script to a length that
would be more favorable to the expectations of a modem audience was also undertaken.
Finally, an analysis of the dramatic action was conducted. Using a cast of twenty five
members, the rehearsal time frame occurred within thirty-eight days. The need for ample
scholarship prior to the rehearsal period was demonstrated as it provided informed
decision-making during the creative process. Further, the challenges faced during the
rehearsal period confirmed the need for a director to utilize excellent communication and
leadership skills. An evaluation of the process and the final production, as well as
personal strengths and weaknesses of the director are discussed.
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Somers-Gulsvig
Given Circumstances
Geographical Location
Don Pedro plans on arriving in Messina in the evening
Wealth is stated in pounds
Don Pedro arrives sooner than he expected
Claudio from Florence is traveling with Don Pedro
Claudio has an uncle living in Messina
Messina does not know the outcome of the wars until letters arrive by Messenger
Messina is familiar to Benedict
January is a cool month
Crows and dogs are familiar animals
Don Pedro and Leonato walk together toward Leonato's residence
Venice is known to be the place of love due to Cupid's arrows
Messina can be visited by Cupid ifhe hasn't spent all his arrows in Venice
Leonato residence can accommodate Don Pedro, Don John, Claudio, and Benedict
Claudio was in Messina before he left for the wars
Antonio's orchard is thick with vegetation
There are screens to hide behind inside rooms
Rooms are perfumed by burning plants
Food and dancing are part of celebration
The North Star is known in the heavens
Greek and Roman mythology is familiar
Christian figures and imagery is familiar
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Messina has a church
Arbors are covered with vegetation
Evening is quiet
Songs are sung outdoors
Leonato has a parlour
Honeysuckles have ripened
Lapwings are familiar birds
Fishing is a well-known sport
Woodbine grows profusely
Men of black ethnicity have visited Messina
News from all of Italy travels to Messina
Arragon is the next destination for Don Pedro
Messina has a Constable and a Watch
Lanterns are needed at night; Messina's evenings are very dark
Money is stated in shillings by the Watch
Messina has alehouses
It rains after midnight one evening
Houses have vanes/weathercocks
Ducats are used for currency by Borachio
Herbs are available for use
Leonato' s villa is gated
Ceremonial weddings are conducted in a church by a friar
Reclusive religious orders exist
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Burial is done quickly
Date

The action begins with the news that Don Pedro is coming to Messina that evening
Messengers disperse written information from the Prince to the people
Don Pedro arrives on the 6th of July
Wars have just ended
Military food is known to be stale
Soldiering was for an occupation for all men, regardless of social rank
Books are available
The plague was known
Horses are used for transportation
Don Pedro plans to spend one month in Messina
Authority stems from the prince downward through a hierarchy of titles and ranks
Spectacles have been developed
Soldiers carry swords
Information is mostly passed from person to person by word of mouth
Patriarchal hierarchy exists in families
Birth signs are believed to account for behavior
Women and men are expected to marry
Older men are more valued than younger men
The Scotch jig has been developed and exported
Masked dances are popular
The Hundred Merry Tales was well known
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Jesters entertain at court
Princes are expected to marry women who are social equivalents
Travel to Asia and Africa would be difficult and time-consuming
Drum and fifes accompany soldiers
Soldiers appreciate good armor
Soldiers walk miles on foot
Sheep guts are used for the strings on instruments
Jews are not admirable
Pain from toothaches has to be endured
Fashion combines styles from several countries
Perfume is used to mask personal odors
Washing and shaving have significance
A man's honor is more important than anything else
The Constable trains the Watch
Reading and writing are rare skills among common people
Lanterns are used for illumination
The Watch use bills as weapons
Hawks may be kept
Cold remedies are prepared from herbs
Women wear gowns
Weddings are public affairs
A woman's purity equals her worth
Fathers can legally torture daughters
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Death can be faked
Duels are fought to regain honor
Fencing skills are important
Men wear doublets and hose
Family tombs are used for burials
Torches are used for light
A public declaration of marriage is followed by religious rites
The action of the play takes one week
Economic Environment
It is expensive and difficult to host large numbers of guests
Leonato can maintain guests comfortably for one month or more
Leonato hosts a banquet and masque to celebrate Don Pedro's victory
There are household servants and cooks for the upper class
Soldiers are usually not wealthy
Soldiers can obtain titles
Money isn't discussed among gentlemen and the upper class; honor and reputation are
the currency that matters
Women don't own property
Marrying into a wealthy family is one of the fastest ways for a man to advance
socially
There are thieves, knaves, and drunks in Messina
Hero has two gentlewomen to wait on her
Hero received perfumed gloves from Claudio prior to their wedding day
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Leonato has a parlour
Beatrice has a study and is knowledgeable about books
There are beggars who can't afford their own children
Don John has the funds to pay Borachio 1,000 ducats for slandering Hero
Hero's wedding dress is quaint and not fashionable compared to gowns worn in other
cities of Italy
The wealthy dead are placed in family monuments
Social Environment

Don Pedro sends a messenger ahead to alert Leonato of his upcoming arrival
Don Pedro, the Prince, is at the top of the social structure
Leonato has more status than anyone else who lives in Messina
Women's estimation and value ofa man differs from how men value each other
There is more interest in love affairs than politics
Status is deferred to and much social behavior is ceremonial
Ornate language and elaborate sentence structures are used
The patriarchal society provides men more privilege than women
Beatrice and Benedict's relationship is unusual-- women don't usually wage public
battles with men
Most men get married, there are few life-long bachelors
Love is a force that alters the appearance and behavior of men
Women are blamed for men's infidelity and their male partners are excused from any
portion of the blame
With the ability to cuckhold her husband, a woman makes him vulnerable
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The society sees cruel and violent behavior
Ballad writers and brothel houses exist near each other
A woman's worth is the value of her economic assets combined with her purity
Younger men do not know how to appropriately woo women
Fathers decide who their daughters will marry
Helpful intermediaries can easy marriage arrangements between fathers and young men
The upper classes live together as an extended family
There are few secrets in Messina
It is important for a woman to get a husband
Wit is appreciated and enjoyed
Older men are more valued than younger men
Women should be provided some say in who they marry
Dancing is a valued skill
Wearing masks provide a social outlet
Wearing masks allow deceptions to occur
Words hide real feelings and motivations
The prince's motives are not always trusted or understood
Actions are a more reliable indicator of truth than words alone
What is seen is often what is expected to be seen
Inexperienced men are vulnerable
Women desire to be married
The man with the most authority controls the situation
Marriages occur between people of the same status
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The idle provide their own amusement
Men change their appearance when courting
Poetry or songs from men are expectations during courtship
Men in love appear foolish
Women need to be protected
Leonato has credibility
The nobility and upper classes engage in frivolous schemes and activities
Family treachery is difficult to detect, or take action against
It is easy to spread suspicion against women
A man's honor can be destroyed by linking his honor to an immoral woman
A woman without virtue deserves to be shamed and dishonored in public
There are large class distinctions
Most ordinary citizens cannot read or write
Men look silly when they seek prestige and aspire for a higher station in life
Appearances deceive
The gallants of the town accompany Hero to the church for her wedding
Weddings are attended by the congregation
Women are not believed over honorable men
A woman's death is preferable to a man's dishonor
It takes a man's action to clear a woman's reputation
A duel must be fought in order to correct a wrong against a man's honor
Men of honor do not lie
Words that are written provide more proof than those only said aloud
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Political Environment
Gentlemen fight in battles and wars
The one man at the top of the political structure inherited his position
The loss of important people in society is believed to be a deeper loss by the ruling elite, than
the losses endured by common people
Gentlemen from various Italian cities band together to fight
Men form life-long bonds during wars
Men's honor and value are based on their valor and skill in battle, and word
Titles can be earned
Bastards are likely to be unhappy and rebellious
A victory has just occurred
Leaders and members of the rebellion are not treated as prisoners due to their station
Titled nobility (even rebellious bastards) are awarded honor
Allegiance to an authority is all encompassing
Authority figures are controlling and expect orders to be followed
Characters hide behind screens, bushes, etc. in order to overhear conversations and report
back to those with higher authority
Treachery is difficult to discern
Ongoing, positive relationships with the prince are valuable
True reconciliation is difficult or impossible
Confronting a prince takes experience, tact, and nerve
Money and ego motivate the disreputable
Politics and princely duties can only be set aside for a short period of time
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The Watch is not a professional force; ordinary citizens are trained
The policy for the Watch is to ignore knaves and thieves in Messina, and keep the city quiet
The Constable knows and follows the chain of command
Delegating duties to others will weaken the system
Men's suspicions of women bond them together
Honorable men in power quickly shift away from those without honor
A disgraced woman does not deserve to live
Who has the information can be as important as the information itself
When allegiances alter, manners and respect abruptly change
A duel is necessary for righting wrongs to family honor
The network of men's relationships is at fault
Public penance is called for to clear a family's honor and restore relationships
Lies must be maintained
A man who sees clearly will assert control over those who fail to discern truth
Rebels are usually caught and swiftly dealt with
Religious Environment
Honor and a good name are more valuable to a man than wealth
Patience and reason are weak forces compared to revenge and personal qualities determined
at the time of birth
Excessive pride is a fault
Lies told to promote a good end are acceptable
Wedding rituals are religious
Death can cause remorse and forgiveness
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The legal system is concerned whether one serves God or not
Proverbs do not heal wounds; revenge can
It is easier to give advice than to listen to it
A man must take responsibility for his share of a problem
A speaker of lies is no guiltier than those who believe him
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Previous Action
The messenger left Don Pedro to notify Leonato.
There was a battle that Don Pedro won.
Don Pedro rewarded Claudio for his bravery during battle.
Although young, Claudio distinguished himself in battle.
The messenger informed members of Claudio's family before reporting to Leonato.
Benedick has been in Messina previously.
Benedick and Beatrice have fought the last time they saw each other.
Benedick and Claudio have become companions and friends.
Leonato has welcomed Don Pedro to Messina before.
Don John has recently been reconciled to his brother, the prince Don Pedro.
Claudio had sworn to Benedick he'd never marry.
Claudio had seen Hero before he left for war.
Don John recently rebelled against his brother.
Beatrice has dismissed all her suitors.
Benedick betrayed Beatrice.
Borachio has had a relationship with Margaret for one year.
Claudio was the consummate soldier before he fell in love with Hero.
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Much Ado About Nothing- Synopsis
Much Ado About Nothing opens in Leonato's home in Messina. A messenger informs
Leonato, the governor of Messina, that Don Pedro has won the war against Don John, his
rebellious brother, and his arrival is imminent. Don Pedro arrives with Don John who appears to
have reconciled with his brother; and Benedick and Claudio, two of his favored courtiers, and
other members of his court. It is obvious that Beatrice, Leonato' s niece, has had a fiery
relationship with Benedick by their immediate verbal battling. It is also .obvious that they are
attracted to each other. Claudio cautiously expresses his love for Hero, Leonato's daughter, to
Benedick but is immediately mocked by the woman-hating Benedick. Being told of Claudio's
affection by Benedick, Don Pedro sides with Claudio, challenges Benedick's beliefs about love,
and promises to help Claudio woo Hero. Meanwhile, Don John's hatred for his brother surfaces
as well as his goal to extract vengeance on Claudio. Although he is cautioned by Conrade, his
courtier, to move slowly, Don John believes he may be able to plan an attack to undermine his
brother after he hears from Borachio that Claudio plans to marry Hero.
Act Two mainly centers on a masque celebrating Don Pedro's victory. During the
dance, Beatrice and Benedick continue to quarrel and it is learned that Beatrice distrusts
Benedick's loyalty due to his unwillingness to commit himself to her. Don John attempts to
make Claudio and Benedict suspicious of Don Pedro's intentions to Hero, and they both fall for
Don John's lies. Don Pedro, however, proves that he had no interest in Hero and it is agreed that
Hero and Claudio will be married within one week. Once again confronted by Beatrice,
Benedick leaves in a huff and Don Pedro learns a little about their previous relationship through
Beatrice. To pass the times Don Pedro concocts a plan to bring the warring Beatrice and
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Benedick together as a loving couple with the help of Claudio, Leonato, and Hero. This act ends
with duping: Benedick is convinced by Don Pedro, Claudio and Leonato that Beatrice loves him.
Act Three involves continues the set up of the warring couple and Beatrice is fooled by
Hero and Ursula, her lady in waiting, that Benedick loves her. The result is that both Beatrice
and Benedick swear to love each other and their joy is obvious The act continues with Don
Pedro, Claudio, and Leonato making fun of Benedick's change of appearance and charge him
with falling in love. Miffed, he exits with Leonato. This frivolous tone changes quickly as Don
John enters and proceeds to convince Claudio and Don Pedro that Hero is immoral and has been
unfaithful; ultimately, Claudio vows to disgrace Hero instead of marrying her ifhe is provided
with additional evidence. The act next introduces the constable Dogberry, Verges, and members
of the Watch. Although inept, they overhear Borachio boasting about making money from Don
John for his part in Hero's slander, but they mistake this information as slandering Don John as
well as evidence of burglary. Of course, this leads to their arrest. There is a quick scene in
which Hero is preparing to be married with the help of Beatrice and Margaret, a lady in waiting.
Finally, Leonato is shown to be momentarily held up with Dogberry's cryptic information
concerning their arrest of two men which Leonato fails to understand.
Meanwhile at the church, Act four begins with Claudio disgracing Hero in front of
everyone; then he exits with Don Pedro and Don John. Initially outraged at Hero, Leonato
threatens Hero until he is convinced by Friar Frances that she is probably innocent. Now vowing
revenge against those who slandered Hero and his family name, he agrees to fake Hero's death to
prompt changes in Claudio. The friar believes Claudio will feel remorse and love Hero once
again after time and regret has prompted him to cherish her again. After being left alone in the
church, Benedick and Beatrice reluctantly declare their love for each other, and Beatrice
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convinces Benedick that Claudio has slandered Hero without proof. To prove his love for
Beatrice, Benedick vows to lie to the prince as well as challenge Claudio to a duel. The end of
this act shows Borachio and Conrade being questioned by the ill-equipped Constable until the
Sexton realizes that the Watch has actually caught those responsible for Hero's shaming.
Act Five reveals the truth to the characters. After being challenged to a duel by Leonato,
Antonio, and Benedick, Claudio and Don Pedro realize that Hero is innocent after Borachio and
Conrade are brought before them by Dogberry and his Watch. Now remorseful for Hero's death,
Claudio promises to pay tribute to Hero's name and publicly declare her purity, as well as marry
Antonia's daughter. By challenging Claudio to a duel, Benedick proves to Beatrice that he can
be trusted, and then they learn that the Don John has fled and that the others responsible have
been caught. Claudio and Don Pedro, believing Hero to be dead, go to her tomb and perform
penance, and then they arrive at Leonato' s home early the next day so that Claudio can marry
Claudio Antonia's daughter. Meanwhile, Hero and the other women are masked so that Claudio
must agree to marry without knowing who his bride is. Hero is revealed, Benedick declares his
intention to marry Beatrice which involves both of them still trying to out do the other for
supremacy, and news arrives that Don John has been apprehended. Benedict declares that all
men should marry, and the ending is heralded with a dance before the two couples exit to the
church to exchange their wedding vows.
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Much Ado About Nothing-Classification, History, and Sources
The scholar Boyce notes four major divisions in Shakespeare's eighteen comedies which
is evident through their chronology and identifies these specific groups as the early comedies,
middle comedies, romantic comedies, and problem comedies (119). The scholar Bevington,
using these same divisions, further notes that all of Shakespeare's comedies are similar since
they all focus on the power of love, but the early comedies primarily dealt with love in terms of
its irrationality which differs from the later comedies that Shakespeare wrote. Love itself,
therefore, was the primary issue in the early comedies (Iviii). This perspective changed when
Shakespeare's writing evolved to produce the middle comedies.
Differing in terms of setting and content from the early comedies, Bevington notes that
Shakespeare's middle comedies began to include conventions that the Elizabethan audience
expected and enjoyed seeing such as shipwrecks, fairy charms, and magical forests. Shakespeare
added foolish clowns to this mix and also began incorporating social commentary. This more
serious element infused his plots with societal issues and dilemmas in which lovers face conflicts
that are brought about by differing ideals, or resulted when members of differing social ranks fall
in love each other (Ixv). Being set in distant or unrealistic locales, however, provided some
emotional distance for the audience which changed with the next evolution of Shakespeare's
comedic writing.
The mature or romantic comedies, Bevington notes, are much the same as the middle
comedies. Their plots usually deal with relationships within a social milieu that creates problems
for the lovers such as conflicts arising from differences in social rank and ideals. Also like the
middle comedies, clowning is used to interrupt the building tension. Finally, they have similar
endings to the middle comedies in that they resonate with hope for the future. The defining
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feature which separates the middle comedies from the mature comedies is their setting.
Specifically, the mature or romantic comedies are set in a realistic locale which makes their
commentary on social issues more pointed than the middle comedies (Ixv). The scholar Boyce,
therefore, identifies Much Ado About Nothing a romantic comedy (119). The scholar Davis
agrees with this classification, and adds that Much Ado About Nothing is the most realistic of
Shakespeare's comedies due to its refusal to commit to only one mood. Specifically, he notes
that this comedy deals with a number of serious social issues such as betrayal, slander, and
honor, as well as a myriad moods including silliness, sentiments of love, intellectual games of
wit, courtly ritual, malicious evil, and true anguish (2). Much Ado About Nothing' s serious tone
has even prompted scholars to relate it to the works within Shakespeare's canon other than
comedies.
Specifically, Meuschke compares the central conflict in Much Ado About Nothing with
Shakespeare's chronicle Henry IV due to their shared concern about honor. Certainly,
differences exist in that the conflict in the comedy focuses on feminine honor which is
momentarily defiled by slander, whereas in the history cowardice or foolhardiness spoil male
honor (64). In both plays, however, the dominant conflict resides in the courtly code of conduct
that permeated Renaissance society; a code that demanded modesty and chastity for women, and
valor and loyalty for men. Similarities between Much Ado About Nothing and Othello are also
striking.
Meuschke posits that these two plays have the most in common than any other of
Shakespeare's comedies and tragedies. Not only do both scripts use long preludes to the main
action, but more importantly, both demonstrate the destructive power of insinuation. From loving
their wives, both Othello and Claudio move quickly to loathing them. The expressions both
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characters use to express their delusions are through a shared devise--0xymoron (Meuschke 65).
Combined with this, both heroines seem to have no ability to detect changes toward them.
Although the comedy swerves away from blood being spilled, the obvious cruelty exhibited by
Claudio to Hero is similar to Othello's actions, although it is intensified in the tragedy and
culminates with the horrific murder of Desdemona (65). In both, the men are enraged by the
suspicions that grow within them although adequate proof has not been demonstrated. Since
Much Ado About Nothing is a comedy, its tragic, dark undertones are mainly resolved at the
end. But this does not dilute their similarities and both stress the same major theme: humankind
does not have the capacity to perceive accurately or reason adequately. The implications are
serious-humankind's reality is mutable~ therefore, what is known or believed at any given time
should be considered as tenuous. The difficulty that this comedy raises in being serious and
complex results in it being placed, at times, nearer Shakespeare's final comedic development.
The final evolution of Shakespeare's comedic writing culminated in darker tones which,
as Bevington points out, are labeled the problem comedies. Fewer in number than the other
comedy groupings, they are more pessimistic. The problem comedies still contain lovers that
face obstacles to their relationship, but the obstacles are more internally driven than in the other
comedies. The social problems that the lovers face are ones that they have created for
themselves, and unfortunately, the problem comedies also point to an inability for humans to find
adequate solutions or undergo positive change (Ixx). It is easy to see why their endings are less
joyful. The scholar Horowitz views Much Ado About Nothing as an interesting blending of
anxiety and risk coupled with the conventions of romantic love which he sees as the markings of
a transitional piece which links the more conventional romantic comedies with the later, final
period of Shakespeare's comedies (40). Neely agrees and places Much Ado About Nothing in a
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transitional position between the mature and problem comedies due to its two interwoven plots.
Specifically, he sees Much Ado About Nothing as fitting the criteria for both a romantic
comedy as well as the later problem play depending upon which couple has focus (39- 40).
This serious tone of Much Ado About Nothing is certainly lightened during its concluding
moments; however, the meaning of its final moments is not agreed upon.
Viewing the buoyant mood at the ending when all couples are joined in marriage, Boyce
believes the major theme in Much Ado About Nothing is that love can overcome all obstacles
(120). Other scholars interpret its conclusion as less optimistic and draw more serious
implications from the ending. Lucking, for example, sees the festive atmosphere which
concludes Much Ado About Nothing as not totally optimistic given the reminder of Don John's
treachery. Although captured, Shakespeare provides his audience with no closure about Don
John's fate and the result is that his evil presence and what he represents continues to exist
although the characters engage in a celebratory dance (22). Whatever the final interpretation or
classification, Much Ado About Nothing has remained a favorite since it was written.
Much Ado About Nothing, probably written in 1598, was first registered in 1600
according to be Boyce "to be staged" (452). It may have been produced before that, however,
since most plays were performed soon after they were written ("William Shakespeare"). That
same year, Boyce reports the rights were sold to Andrew Wise and William Aspley who
published a Quarto edition (453). Popular from its first performance and lacking copyright laws,
eighteen unauthorized publications were published of Much Ado About Nothing during
Shakespeare's lifetime ("William Shakespeare"). The second authorized publication of this
comedy occurred in a collection of his works entitled the First Folio which was published in
1623, seven years after Shakespeare's death ("William Shakespeare''). According to Bates,
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although years separate these two publications, they are highly similar with the exception of two
cuts in the Folio's version of the play and its division into acts. He points to evidence as well,
that suggests that the Folio version was probably printed from a playhouse copy of the script
which had been used to initially produce the play (167-168). One disturbing change has
occurred, however, from both these originals.
The scholar Prouty points out that in both the Quarto and Folio versions, Benedick and
Margaret is a dance couple, but in many modem versions Balthasar has been substituted for
Benedick's place so that his lines have been given to this other character. Since the plot later
implicates Margaret with Borachio, one version substituted this character instead of Benedick.
To be correct, Prouty suggests that Margaret needs two dance partners during that particular
dance with, most importantly, one of them being Benedick (207). In particular, Benedick's
character development is enhanced when Margaret rejects him for another because it is shown
that he is not the ladies man he has bragged to be; further, this action marks a wonderful contrast
to the final dance at the conclusion. Besides this one deviation, most modem versions of Much
Ado About Nothing are accurate and based on both original sources. Although some have
referred to this script as Benedick and Beatrice due to the popularity of this particular couple, the
script has remained Much Ado About Nothing since its inception.
The title of Much Ado About Nothing is significant. First, according to Mares, it is very
similar to other frivolous titles that Shakespeare used to name comedies that he wrote around the
same time which include What You Will and As You Like It ( 1). The glibness of this title,
however, also suggests ambiguity and Much Ado About Nothing can refer to a plot centering on
nothing of substance, or it can refer to noting or hearing since the pronunciation of the word
"nothing" sounded like "noting" during the Eli7.abethan era ("Themes"). The plot certainly
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points to either interpretation. First, the conflict in the play is largely created over falsities-a
true nothingness. According to Lucking, since the audience knows the accusations against Hero
are false, this allows them to observe the resulting actions of key characters such as Claudio, Don
Pedro, Leonato and Benedick from a more detached perspective than what would otherwise
occur if they were emotionally invested by wondering if Hero was immoral or not (5).
A second interpretation of the significance of the title works since most of what informs
the characters comes by way of what they have heard or overheard, what is noted, and not
through what they have seen. Of course this is beautifully demonstrated through Shakespeare's
choice of a masque following Don Pedro's triumphant visit to Messina. This metaphor sets up
the audience to consider how easily information can be distorted when direct observation is
limited.
An interesting third interpretation of the title of Much Ado About Nothing comes from a
more bawdy perspective. Lucking points out that in Shakespeare's world, "nothing" could refer
to the female genitalia as could words such as ring, circle, and eye. Since the play' s defining
scene is literally about the status of Hero's virginity, it is easy to see that this title may have been
interpreted as a double entendre in code for those who knew the bawdy language. Added to this
is the choice of "Hero" as the name for the young, chaste, female character. Given that circles
and rings were often used as a sexual code or euphemism for a woman's vagina, it is reasonable
to assume that the "O" in Ado, as well as the "O" in Hero (her 0) would have amused those
conversant with bawdy vocabulary (15).
Other bawdy elements were used as well to provide humor for the Elizabethan audience.
According to Neely, sexuality in Much Ado About Nothing is shown as an important element in
martial life with men being portrayed as the vigorous, more powerful sex with their pikes,
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aggressiveness, and "heavier weight". The female characters, however, don't threaten the men
with their own sexuality; rather they attack mans' virility and potency instead (41 ). Given the
composite plot, variety of characterizations, and socially-relevant themes found in Much Ado
About Nothing, it is not surprising that the sources that inspired Shakespeare are, also, complex.
The sources the Hero-Claudio plot contained within Much Ado About Nothing can be
traced back to the earliest of storytelling. Given the tradition and foregone conclusion
concerning the importance of female purity the scholar Mares believes that the source of this
comedy can be traced to an ancient tradition. Tale abound illustrating the consequences of a
chaste woman being charged with immodest behavior, one example being the story of Susanna
and the Elders from the Biblical Apocrypha (1). Boyce points to the more recent example of
Bandello's Novelle which was published in 1554 as a potential, direct source of inspiration for
Shakespeare's comedy (452). Mares, however, posits that Bandello's inspiration should be
traced back to the earlier Greek romance Chaereas and Callirrhoe. This romance was made
available when it was translated into French and expanded on by Belleforest in his Histoires
Tragigues which was published in England in 1569 (1). It is unclear, therefore, whether
Shakespeare used the Italian or French source for inspiration.
Bandello's story, entitled Timbreo and Fenecia has intriguing parallels with Much Ado
About Nothing. As related by Mares, the former story is, for one, set in Messina, and its local
authority is a King Piero of Arragon who has just won a triumph in Messina following a seavictory against King Carlo II of Naples. The war is only faintly described but it seems to entail a
revolt by his bastard brother Don John. Although his circumstances vary slightly, a Lioato de'
Lionati is the father of the heroine and the similarity to Leonato cannot be overlooked. Plot
similarities are also obvious, but details and outcomes are considerably different (4).
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Another specific source that Boyce believes Shakespeare may have encountered was
Ludovico Ariosto's epic poem Orlando Furioso which was another adaptation of the timeless,
ancient tale (452). Mares relates that this poem had been translated into English verse by Sir
John Harinton in 1591 and would have been a readily available to Shakespeare as well as other
Elizabethans (3). Besides these two potential sources for Much Ado About Nothing, many other
possibilities exist that may have inspired Shakespeare.
Mares writes of a second poetic elaboration on Ariosto's story written by Peter Beverly in
his The Historie of Ariodonto and Jenevra which was registered in England in 1566. A similar
story can also be found in the second book of Edmund Spencer's The Faerie Oueene published in
1590; as well as in George Whetstone's The Rock of Regard published in 1576. This list
continues with other literature published during Shakespeare's life that contained similar story
ideas: II Fedele by Luigi Pasqualigo published in 1579; Abraham Fraunce's Latin play Victoria;
Anthony Munday's Fedele and Fortunio published in 1585; and Jacob Ayrer's play Die Schoene
Phaenicia (3- 4). Given these overwhelming examples, it is obvious that Shakespeare didn't
have to reach very far to find a story to embellish with his own genius for the Hero-Claudio
portion of Much Ado About Nothing. The clues leading to the Benedick-Beatrice portion of the
plot, however, are much less clear.
Searching for clues about the strong female role of Beatrice, one potential influence may
have resulted from a significant treatise on proper courtier behavior entitled The Book of the
Courtier written by Castiglione Baldassare, an Italian writer who lived between 1478- 1529.
Baldassare's ideal male courtier was noble, honorable, athletic, witty, educated, pleasant, and
stemming from aristocratic blood lines ("Castiglione Baldassare"). Certainly these attributes
were accepted as the masculine ideals during the Renaissance and, in terms of Much Ado About
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Nothing, these standards are clearly expressed through the inherent values that motivate the
characters. Of particular interest, however, as to what might have inspired Shakespeare to create
Beatrice. Boyce believes the inspiration may have come from Baldassare's description of an
outstanding female court member who was presented through his book. Not only was having a
woman at court provocative, but his description of her and her behavior made Baldassar's
woman compelling. She was outspoken, but instead of condemning her for these liberties, her
opinions and wit made her an accomplished and valued member of the court. This innovative
idea was illustrated through charged exchanges between her and one ideal male' courtier who
battled each other through their wit (452). The "mefl)' war" between Beatrice and Benedick is
part of the English tradition as well.
Bevington notes that the tradition of battling sexes can be found within other cultures as
well, and this model of behavior was firmly rooted within early English literary tradition.
Evidence of this female type and battles between the sexes, in fact, can be found in Chaucer's
"Wife of Bath". Added to this are Shakespeare's own earlier experiments of warring couples
that can be found in two of his earlier comedies- Love's Labor's Lost and The Taming of the
Shrew (216). Another important character in the plot of Much Ado About Nothing that cannot
be forgotten is Dogbefl)'.
Dogbefl)' is clearly one who appears to come from inspirational sources very close to the
English context in which Shakespeare lived. In terms of the clown roles, Dogbefl)' is obviously
"a Londoner" and seems to be part of a long tradition of silly characters that were popular before
Shakespeare; but Boyce sees Shakespeare's Dogbefl)' as an original creation that was probably
concocted through Shakespeare's personal observation of certain types and individuals who lived
in and around the theatre district (452). This stated, the scholar Evans noted that poking fun at
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constables and members of the Watch were common subjects for Elizabethan humor during this
period of time (427). With their firm belief in a rigid social hierarchy, Elizabethan audiences
would have laughed at Dogberry' s attempt to reach above his station in life since it was obvious
that this character was ill suited for any promotion. Dogberry's basic obedience and good
heartedness makes him an admirable character compared to others who aspire above their
inherent station in life. Besides these sources of inspiration for the plot and characters of Much
Ado About Nothing, there is yet another intriguing historical note that may explain how
Shakespeare was inspired to write this play. Most appropriately, it comes from the theatre itself
There is some evidence that scripts concerning this ancient story also existed during
Shakespeare's lifetime. The first instance is fairly vague, but Mares acknowledges a record of a
performance by the Earl of Leicester's Men in 1575 of"a matter of Panecia". Without being too
far-fetched, this may be a misspelling ofFenecia from the Bandello's story. Firmer evidence is
demonstrated from a record of performances at court for the year 15 83. According to the
records, a reference was made to Aristo in a performance by the Boys of the Merchant Taylors'
School under Richard Mulcaster occurring on February twelfth. Specifically, this performance
of A historie of Ariodante and Geneuora, presented before the Queen, was inspired by the story
from Ariosto's "Orlando Furioso", the source most usually credited as having inspired Much Ado
About Nothing (4). Although the scripts no longer exist for either of these two plays, it is
intriguing to consider if Shakespeare had only to watch a play for inspiration rather than access
written sources. No matter what the source, however, another possible element that is intriguing
to consider is whether Much Ado About Nothing is an allegory to the actual power structure in
Queen Elizabeth's court that existed during Shakespeare's lifetime.
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The characters have, in fact, some striking similarities to real people comprising the court
of Queen Elizabeth. In particular, the scholar Cummings has found similarities between Don
Pedro and Queen Elizabeth who was famous for her authoritarian matchmaking capacities.
Further credence of this allegory is Queen Elizabeth's relationship with her own sister, Mary
Queen of Scots. As Wood points out, although Mary was perceived and vilified as a Catholic
threat to Elizabeth's rule; Elizabeth, like Don Pedro, was loath to execute her own sibling for
rebellion. Mary, in fact, was not executed until 1587, and even then it was an act that Elizabeth
tried to avoid. Don John, the rebellious brother of Don Pedro, has been identified by Cummings
as Lord Henry Howard who was the brother of the executed Duke of Norfolk. Lord Henry
Howard was a perpetual conspirator although he was a kinsman of Queen Elizabeth; and
unfortunately, although he was released from prison in 1583, he was destined to return to prison
within the year. Cummings finds comparisons with other characters and their real life
equivalents as well.
Claudio's character from Much Ado About Nothing, for example, is viewed by
Cummings as modeled after the real Sir Philip Sidney who, soon after the 1581 marriage to a
woman he idealized in his own sonnets, turned his attentions to Frances Walsingham, another
woman. Sidney was considered to be the ideal English courtier in that he embodied literary
skills, diplomatic abilities, and valor. As Ousby points out, Sidney died when he was only 32
years old from a battle wound he received against the Spanish in 1586.
Continuing Cummings' allegory, Benedick's real life equivalent would be Edward de
Vere, the 1i 11 Earl of Oxford, who was probably considered the "prince's fool" at court.
Edward de Vere, a favorite of Elizabeth's court when younger, married Anne Cecil, the daughter
of Lord Burghley who was Queen Elizabeth's major Secretary of State for over forty years. Lord
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Burghley, himself, can be seen through the character ofLeonato in Much Ado About Nothing.
Goldstein writes that Edward's marriage to Anne Cecil is believed to have been unhappy, but he
eventually found satisfaction through writing and was considered to be Elizabeth's best poet at
court. Besides writing poetry, military pursuits, and womanizing, other interests of Edward de
Vere included theatre and writing scripts; in fact, he maintained a band of tumblers and two
theatre companies, Oxford's Boys and Oxford's Men throughout the 1580's (Goldstein). As
Linklater points out, there is much evidence that points to Edward de Vere's authorship of Much
Ado About Nothing as well as other works attributed to Shakespeare (209). Whether this is true
or not, Goldstein reminds us that Edward de Vere was praised for his comedies and interludes in
1598 by Francis Meres and was described as "the best among us for comedy".
The character Antonio was identified by Cummings as the very real Sir Francis
Walsingham who was the Secretary of State and head of Elizabeth's "sleazy" spy network; and
Hero can be likened to Frances Walsingham, his daughter.
Cummings' final linking is the character of Beatrice to Anne Cecil who, estranged from
her husband Edward de Vere, might explain the initial negative relationship between Benedick
and Beatrice in Much Ado About Nothing. Further pre-history between these two characters
may also be explained if this play is a much revised version of the sequel to Love's Labour's
Lost, an unknown play titled Love's Labor's Won, listed by Francis Meres as among
Shakespeare's comedies. No matter what the sources of Much Ado About Nothing or
authorship, however, it is a brilliant script which contains a myriad of human emotions and
beauty. Also, like other Shakespeare scripts, it contains music within it that enhances the plot
and character development.
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The music in Much Ado About Nothing can largely be traced to well-known tunes from
the Elizabethan time period. Elizabethan audiences would have been familiar with "The Sick
Tune" which dates around 1571, as well as "Light o' Love" that originated about 1570.
According to Taylor, both of these songs are from English and Scottish popular ballads, and are
referred to within the context of Much Ado About Nothing in such a way that audience
recognition of them is assumed. The reference that Margaret makes concerning "no burden"
actually refers to a lack of a chorus: "Syck, Sike, and to tow sike,/And sike and like to die;/The
sikest nighte that euer I abode,/God lord haue mercy on me!" (346).
Another popular song that was utilized comes through Benedick's poor attempt to woo
Beatrice in a conventional manner. Taylor writes the original version was discovered by Osborn
and Lonsdale in 1958, "The gods off loue y sytts a hove/and knowe me and knowe me/ howe
sorroffull I do serue/ Graunt my request y at the least/ she showe me she showe me/ somme pytty
whan I deserve" (346). Shakespeare altered the lyrics, therefore, to indicate to his Elizabethan
audience that either Benedick either didn't know the song, or he was being frivolous.
The song "Sign No More", Hoole reports, is believed to be a Shakespeare original given
its pointed lyrics that foreshadow Hero's slander. Of course, this song also clearly illustrates the
double standard that could be found in the sexual customs of Renaissance England (180). "Sigh
no more, ladies sigh no more,/Men were deceivers ever,/ One foot in sea, and one on shore,/ To
one thing constant never./ Then sign not so, but let them go,/ And be you blithe and bonny,/
Converting all your sounds of woe,/ Into hey nonny nonny./ Sign no more ditties, sing no mo,/
Of dumps so dull and heavy,/ The fraud of men was ever so,/ Since summer first was leavy./
Then sigh not so, but let them go,/ And be you blithe and bonny,/ Converting all your sounds of
woe,/ Into hey nonny nonny" (Much Ado About othing 2.3.53-68).
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Research on Given Circumstances
Setting the play in Messina creates a need to understand court life in Italy as well as
England. As the scholar Bertelli points out, the prince in Italy was a divine title, so the
expectations of a ruler's duty extended beyond the political realm to include the spiritual as well.
Most princes in Italy, in fact, were expected to represent their people before God. Italian princes,
therefore, assumed the functions of a priest and he was expected to pray for his people (20). In
terms of daily life, the prince was never allowed to be alone, and all of his physical actions were
public, including what occurred within his bedchamber. Beside intimacies such as sex, the
process of giving birth to a prince was a public matter as well. Members of the court carefully
monitored the mother's labor and as well as the delivery; making sure that when a prince was
born, the exact time of his birth would be recorded. This was important since it was believed
that the stars had chosen the particular date and time which would dictate everything that
followed (237). But it wasn't just that the prince's life was regulated by the confines of
expectations. His divine status created severe rules that were prescribed for all his subjects.
The lives of all court members were carefully structured. Bertelli has reported that these
rules, called Ordini, although unique to each court, had a similar function-to regulate court life
and keep conduct orderly (20). Rules for members of the court, for example, could include
extreme restrictions that reflected the prince's status such as not being allowed to look at the
prince when he was eating since "seeing into him" was forbidden (237). Other rules, however,
were designed for order.
Designed to maintain order and keep each member within his appointed place, Bertelli
reports that the rules prescribed ritual and decorum so that the numerous communications
between those of the lower classes with those in the upper ranks could be effective, yet maintain
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the necessary distance (212). The relationship between rulers, courtiers, bureaucrats, and
servants was one that resembled a large family in that all were provided with what they needed,
although some got more than others (25). In other words, everyone had a particular place within
the court that stabilized the relationships among all of its members. Although each court was
"closed" to the outside world, these rules were necessary to maintain order since the court was
extremely open within its own confines.
Records found from the period indicate the importance of details which clearly
proclaimed the relative importance of a person's position in the social hierarchy. According to
Bertelli, even minor matters such as where a person sat at dinner, how a person would be
greeted, or which room a person would occupy with what particular color of wall hanging,
established social rank. In fact, in this society, every nuance had to be attended, even words and
gestures since they encoded reality. Members of court, therefore, made sure that communication
was carefully crafted so that their interpretations would be favorable (212). These rules of
etiquette, of course, varied from court to court.
Bertelli has found that each court was unique due to the fact that each would naturally
reflect the preferences of its prince. Each court, therefore, created and maintained its own
particular style (25). Some courts, for example, emphasized music so they "employed" many
musicians, whereas others kept dogs or fine horses (24 ). Along with this, of course, were
considerations of style and fashion with each court creating its own unique look (35). Not
surprisingly, size mattered-the most important leaders, therefore, lead the largest and most
powerful courts (25).
Courts, according to Bertelli, came in three basic types: the most important were the
sovereign states that acknowledged no one superior to them. The next most important were the
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territorial magnates, or signori, who functioned much like feudal overlords. These men ruled
over their own land, levied taxes, minted their own coinage, and maintained their own,
independent foreign policy. The least powerful were the princely courts that existed within the
sovereign or signorial states.
Italy was not governed by a strong central government and each city-state had its own
policies, rulers, and courts. Bertelli writes that alliances between the various courts were
maintained through the traditional, feudal system which included social bonding agents such as
arranged marriages as well as keeping hostages to insure compliance with each (34). Within
each city-state, several strong families existed that could potentially vie for power.
Rivalries between these families or between the families and the ruler resulted in power
struggles that would often culminate in violence since the ruler usually had no alternative other
than to physically suppress his most dangerous adversaries in order to stay in power. Due to the
honor code, Bertelli notes that allegiance was demanded within the network of courts, and any
abuses of power by a lord could potentially result in a chain of feuds which involved many more
than the original antagonists.
It appears that the main reasons of unrest came from threats to a man's honor or property;
therefore according to Bertelli, when calculating how to deal with the fate of their adversaries,
princes were careful. Due to the threat of revenge, princes had to carefully weigh whether a rival
would be less of a threat dead, or stripped of power (244-245). One historical example of careful
policy making was made by Alfonso, the king of Naples, in 1444. Informed that his viceroy had
rebelled against him and his kingdom in southern Italy, Alfonso took his vassal prisoner, but then
set him free with a pension although his estates were never restored. Ten years following this,
others were stripped of their feudal possessions and compelled to live at court. This strategy
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allowed for the unity of the southern kingdom to continue, instead of beginning a civil war that
would have plunged that area into yet another war (57). Besides maintaining power through
various strategies and war, the focus of court life for the ruling class was primarily spent in two
other pursuits.
According to Bertelli, hunting and love were the primary concerns of the Italian ruling
classes, each of which are competitive and potentially ruthless ( 172 ). Within this context, it is
not surprising that there were few innocuous actions, even when members of the court were
involved in leisure activities.
The ruling class in Italy spent its time was playing a number of games; in particular,
Bertelli reports, card games and chess were popular. Chess, not surprisingly, was extremely
popular due to the tactical demands and shrewdness it demanded. But games didn't symbolize
the world for the Italians; rather, the world symbolized the game. Real-life "games" for riches,
power, war, love, art, and the like were played out for their own sake. According to Jean de la
Bruyere, court life n the 1ih century was a "serious, melancholy, and demanding game" (171 ).
Court intrigues, of course, flourished since the desire to gain power within court was a
constant goal. Not surprisingly in this atmosphere, astrologers were extremely powerful in court
and Bertelli reports that even the Pope used them. Astrological predictions were extremely
important and they were consulted often; examples include their use before a building was
erected, before a person would leave a city, before armies would engage in battle, and before
ceremonies of any nature. Even the consummation of a marriage was "managed" through
astrology. Even though some of the astrologers were devout Christians, others practiced black
magic. Whatever the orientation, all astrologers were the most privileged and best treated
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courtiers within the Italian court system (237). This preference was based on their understanding
of the universe and their resulting power.
Generally during the late Renaissance in Italy, Bertelli reports the population believed
that the stars were symbols of God's power, and that they were actual links with divine authority
(237). A star's alignment or appearance, therefore, reflected on God' s relationship with the
world. Relationships within this world were hierarchical, and maintained through gift giving.
Rulers and their relationships with others were largely managed through gifts. According
to Bertelli, money was thought to be beneath the concerns of the upper classes, so it is easy to
understand why princes, lords, and prelates were habitual gift-givers. It didn't matter where a
dignitary was traveling, lavish gifts accompanied the travels. Basically, this gift-giving system
was part of the general approach rulers had in terms of keeping others in line. Those who were
favored were lavishly rewarded; those who had becomes problems were swiftly dealt with.
Offices, for example, were often bestowed to compensate for devotion that had been
demonstrated rather than as a reward for personal ability (221 ).
The timing and ritual surrounding gift giving were carefully planned. Bertelli suggests
that gifts were usually given at the first banquet, or when the first opportunity presented itself
(217). The gift was expected to first come from the person who was lower in the hierarchy;
which would be followed up by a reciprocal gift later on if the person with more status was
pleased. Gifts were usually gems, jewelry such as gold necklaces, earrings, or medallions;
animals; or scientific curiosities. The quality of the gift and the frequency of exchanges were, of
course, predictable indicators of how matters stood between those exchanging gifts, and
courtiers' assignments and appointments were created, modified, and altered as their relationship
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with the prince changed (26). Other gifts that could be given included honors, titles, and offices,
besides other tangible items that conveyed esteem (220).
The way a gift was given also implied meaning. If the ruler's own hand gave the gift,
Bertelli acknowledges, it was considered to be more important (26).
When an honor was bestowed, Bertelli writes, it had reciprocal power because it
enhanced the prince's power by enriching those around him. Although the particular style of
courts varied depending upon geographic location and the person taste of each prince, the
relationship between a courtier and his prince remained constant, and both profited from their
affiliation with each other. The prince appeared and functioned as more powerful as he gave
those around him lavish gifts, and as those surrounding the prince appeared more powerful and
wealthy; the prince, in turn, increased the appearance of his own position and power. Encouraged
to give gifts as it benefited the entire system, princes also used gifts as rewards and payments
(26).
Bertelli reports that subordinates such as domestics were also not usually paid, and their
payments for service were disguised as gifts since it wasn't acceptable to speak of wages (221 ).
This dated system of bestowing gifts for services began to change and was largely replaced by
servants earning wages during the late Renaissance. This transition from the Middle Age feudal
system was accompanied by many servants who disparaged those among them who only worked
for money and didn't take enough pride in their job (25).
According to Bertelli, Princes were unafraid of demonstrating their own wealth. To the
modem mind, the power and privilege of princes during this period may seem excessive. One
example was Prince Cosimo III of Tuscany who, when traveling abroad in Italy, tried to remain
incognito. He traveled with a minimum of attendants which resulted in the following numbers
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accompanying him: 20 gentlemen-in-waiting, 20 head servants, 100 or so domestics, grooms,
muleteers and odd-job men; plus many nobles to perform ceremonial duties; gentlemen of the
royal chamber; and under-cupbearers and valets. Also traveling with him was a Majordomo, a
personal page, an extra wardrobe valet, a personal chaplain, barber, and druggist; plus nine
grooms, two footmen, and a paymaster. Others included a wine-steward, butler, almoner, a
cellar man, and a full staff of cooks. Of course, there were numerous carriages drawn by six
horses each so that the entourage extended over six miles in length as it traveled around the
Italian countryside (Bertelli 224). Within this context it is easy to understand why by the I500's
it was considered vital for a rich prince to provide patronage to various artists as well. In fact, a
prince usually received glory in relationship to the importance of the artist he was supporting
(33). The result of this relationship was exquisite artwork that is deemed priceless today; one of
the most famous relationships existing between the Medici, the powerful ruling family in
Florence, and Michelangelo. Although the Italian rulers had a taste for art, they seemed
disinterested in fine furniture.
The furniture from the period is surprisingly simple according to Bertelli. Until the 18th
century, most furniture was not even fixed in place even though money. Rather, furniture's basic
form and the way it functioned during the Renaissance was, largely, a hold over from the Middle
Ages. Furniture style remained simple in 1600, especially when compared to the art and
architecture from the same period. Of course, this was due to conventions of the period.
Furniture was expected to be easily moved from one locale to another so that a ruler's favorite
furniture could travel with him, consequently it had to remain lightweight and relatively
unadorned (93). Another interesting contrast of the Renaissance period to more modem times, is
that most rooms in the earlier period would be considered bare by today's standards even though
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tables, chairs, coffers, chests, and cupboards were common items. A lot of floor space remained
empty within palaces, and rooms were uncluttered. The outside portion of palaces was a
different story.
Gardens were spaces in which clutter and complication abounded. As Bertelli writes,
gardens were exterior wonders that fused works of art with the elements of nature including
plants, water, and stone. Having many functions, Renaissance gardens demonstrated the power
of its patron as well as invited visitors to engage in intellectual adventures such as mazes or
puzzles. Gardens were also used to instruct as analogies for life (100). Gardens were usually
endowed with symbolic art as well which resulted in a space that was capable of revealing
various levels of meaning, if the viewer was sophisticated enough to interpret them all ( 115 ).
The typical garden design was comprised of three areas, according to Bertelli, with the
giardino segreto standing nearest the house. This portion had the best plants and sculpture. The
prato or lawn was the second area and it typically contained a variety of shapes that surrounded a

fountain. The third area was the bosco or wood (115). To achieve order within these three areas,
Renaissance gardens were carefully designed and controlled.
As analogies of life, Bertelli writes that gardens celebrated the control of man over
nature. The result was geometric, symmetrical gardens that contained trees and plants shaped
into unnatural forms ( 119). Popular motifs that were usually found within these gardens
included favorites of the Renaissance such as Hercules or other Classical figures, or more
abstract concepts such as love and witchcraft. But no matter what the design, gardens were
considered to be indispensable to court life that was itself marvelous and deceptive (122).
As art within a culture describes the culture, the intricate designs of the garden illustrate
the complex patterns of court life that prescribed proper form and behavior of the people within
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it, as well as demonstrated the control that the nobility exerted as they ordered and controlled the
land and people surrounding them. It cannot be forgotten that Shakespeare was an Englishman
who utilized Italy instead of his native England for the setting of many of his plays.
The rural district of Messina is the setting for Shakespeare's comedy Much Ado About
Nothing. The actual city of today is located on the northeastern edge of the island of Sicily
which is a mere three miles from the Italian mainland ("Messina"). Its summers are dry and hot
with temperatures near 80 degrees Fahrenheit in July and August ("Sicily"). Lacking water until
it rains, its thin soil does not retain moisture, and drought has been an on-going problem
throughout its history, although it is rainy and mild in the winter ("Sicily").
Messina was first called Zankle, or sickle, because of the shape of its port resembles the
arch of a sickle ("Messina"). An active and important port from ancient times, the plague
probably entered Europe through Messina during the Crusades ("Messina"). Although small
and removed from the mainland, its geographical position made it an ideal place to control the
marine traffic navigating through the strait separating Sicily from Italy. Messina was an
important locale, therefore, since it controlled who or what could pass between Sicily and Italy
which meant that whoever ruled Messina ruled all of Sicily ("Messina"). Sicily was, also, within
the area ofltaly which was had a turbulent history in which various French and Spanish
dynasties fought for control.
During the Renaissance, Italy was ruled by several independent, major city states such as
Venice, Florence, Milan, and Naples that shared many cultural values, but each city state had its
own government and individual flavor. Unlike England, they did not form a unified nation
("Italy in Shakespeare's Plays"). The southern portion ofltaly did not enjoy as much peace as
the rest ofltaly, and the many invasions and conflicts over this territory resulted in Messina
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reflecting a variety of cultures. According to Bertelli, conflicts over southern Italy began when
the Swabian dynasty from southwestern Germany, backed by the Holy Roman Emperor, tried to
take control. They soon retreated and left the battling to the French Angevin dynasty from
Anjou, as well as the Aragonese from northeastern Spain, and the House of Bourbon from
Castille, Spain (40). Italy, Sicily, and Sardinia were finally united as one major block of territory
and by 1443 some longer-term stability began when Alfonso V, the King of Aragon and Sicily
conquered his rivals to become the King of Naples (''Italy"). This relative calm allowed Alfonso
to introduce Renaissance ideals to this more-backward portion ofltaly ("Italy"). As related by
Bertelli, the House of Bourbon eventually wrestled control back due to another invasion by the
French, this time by Charles VIII in 1494. In this last French attempt to conquer portions of
Italy, an alliance comprised of forces from the city states of Venice and Milan and various other
Italian regions combined with the military might of Castille to form a military power that forced
the French to retreat (40). The resulting 1559 Treaty of Cateau-Cambresis awarded both Naples
and Sicily to Phillip II of Spain, making Messina part of the Kingdom of Sicily ("Italy").
Messina's turbulent history makes it a perfect locale for Much Ado About Nothing which
provides credibility and importance to the characters who inhabit Shakespeare's Messina.
According to the scholar King, Shakespeare used Messina as the locale for his play but
didn't intend it to be anything more than an English setting in disguise (146). There were many
reasons for Shakespeare to use a foreign setting instead of one situated in England. For one,
according to Praz, it wasn't unusual for Shakespeare nor other English playwrights to utilize an
Italian city name for the locale of a play. Italy was a popular locale to use because the English
associated it with intrigue and murder (147). Marrapodi believes these negative associations of
Italians, whether biased or not, were useful to English playwrights who often used them in
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combination with recklessness, a negative trait that was primarily associated with the British, in
order to create vivid and specific characters who were flawed on multiple levels" (30). These
negative associations ofltalians, according to Pfistere, peaceably coexisted with more positive
cultural images ofltaly as a country that was progressive, advanced, rich, and sophisticated. To
complicate the English viewpoint towards Italy further, Italy was home to the pope and the
Catholic religion which was actively struggling with the Protestants in England and elsewhere
(298). Using settings in Italy, therefore, provided Shakespeare and other English playwrights
with many possible associations that their audience would imbued upon their characterizations.
Unlike other English playwrights, the scholar Praz writes that Shakespeare didn't
capitalize on the most popular negative associations believed about Italians. Instead, the plays he
set in Italy are his comedies which are relatively free from murders, blood-lust, and vengeance
that would be easily associated with the Italian mystic. Ironically, Shakespeare's more tragic
works that involve blood-lust and vengeance are set in the more northerly climes of Scotland,
England, and Denmark (14 7).
Many Elizabethan playwrights had another, more practical reason to set their plays in
distant locales-the threat of censorship and arousing the anger of the government. According to
Mullini, by removing any direct references to England, Queen Elizabeth's leadership, and her
court, the storyline distances itself from English problems (163). Given the secret police and
strict governmental censorship that controlled what could be heard and seen in England during
the Elizabethan era, making a locale "far away" was a safe route for Shakespeare who desired to
make a living and not arouse suspicion from the crown ("In Search of Shakespeare").
This locale, also, was a "ready-fit" for a writer such as Shakespeare who, like other
literary figures during the Renaissance, was fascinated by ancient writers from the Classical
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period of Greece and Rome who had been rediscovered and translated in the 1400's, during the
earlier stages of the Italian Renaissance ("Renaissance"). Ford also believes that Shakespeare
may have been influenced by Petrarch, an Italian poet famous for his verse who had successfully
emulated the ancient writers before Shakespeare's lifetime. Italy's specific influence on
Shakespeare's writing and on other writers in England, therefore, should not be underestimated
("Shakespeare's Italian Plays"). In particular, it is a fitting locale for a writer wanting to utilize
Classical Greek and Roman references as well as the mythology of both of these ancient cultures.
Through using Messina as a locale, Mark Watson believes the plot of Much Ado About
Nothing becomes firmly associated with the ideals popular during the Renaissance, myth, and
antiquity all at once due to Messina's unique attributes. First, there was a bias for pastoral images
and nature worship during the Renaissance which was effectively employed by Shakespeare
when he set Much Ado About Nothing in the rugged beauty of Messina (Watson). Sicily is still
predominantly rural and thinly populated today, and remains relatively "natural" with its jagged
mountains and rolling hills ("Sicily"). Besides natural beauty, it is associated with myth.
Messina has been long associated with myth. Greek legend identified its strait as home to
Scylla and Charybdis, two mythic monsters, who were believed to protect the waterway between
Italy and Sicily ("Sicily"). Living under the rocks on the Sicilian side, the myth describes the
female monster Scylla flinging herself at Odysseus' ship, resulting in the deaths of six of his
sailors ("Sicily").
The mountains of Sicily have also been identified with Classic myth. Mt. Etna stem from
deep within Sicily's core which is identified as the locale that the Greek hero Odysseus
encountered the Cyclops ("Sicily").
Another example of Sicily's associations with myth is due to its centrally.located Lake
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Pergusa which was believed to be the entrance to Hades, the Greek underworld. Its bright red
coloration, a result of its natural cleaning process, has been referred to by poets and historians for
more than two thousand years ("About Lake Pergusa"). This lake is also reported to be close to
the location Hades raped Persephone ("Sicily"). Besides mythic associations inherent in the
locale, Messina also provides Shakespeare's characters with an enlarged sense of importance.
According to Mark Watson, Don Pedro is enlarged to a grandeur which is rooted in the
classical epic tradition due to the men who accompany him within this Italian locale (Watson).
Like other vast armies in the epic tradition, Don Pedro's army consists of men from many cities
who have banded together to fight a battle for a common cause. This commonality immediately
associates Don Pedro's quest with heroes from the Classical period. Further, their grandeur and
valor is transferred onto him. Other characters in Much Ado About Nothing are also linked with
Classical figures.
Leonato's Hero, the scholar Evans writes, shares a name with an earlier Hero who was a
priestess of Aphrodite. The priestess, committing suicide because of her lover's death, imbues
Shakespeare's Hero with an ominous quality. Claudio links Hero to two opposing Classical
goddesses, the virginal Diana as well as the overly sensuous Venus, which develop his character
by illustrating his inability to see the real Hero (327).
Other mythic references and comparisons help to develop characterization; for example,
Lenardon reminds us that Beatrice is likened by Benedict to the mythic harpy which is a bird-like
creature with a woman's face who would lure a man in with its sweet voice, but then hold him as
prisoner for eternity (114). She is also referred to as the "Infernal Ate" which, according to
Mark Watson, is a reference to the Greek goddess of discord. More positively, Watson reports
that Beatrice has also been identified as a personification of Reason, and it is through her
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perspective and ability to cut through to the truth that she is the impetus Benedick needs to make
accurate and rationale decisions.
Other classcal references are made by characters about themselves. Don Pedro and
Benedick, for example, compare themselves with Hercules to illustrate their belief that they are
undertaking tasks as difficult as his labors. Mark Watson points out that other Classical
references are made within Much Ado About Nothing and include mythic figures such as Cupid,
the god of love, Phoebus Apollo, and Hymen. As it should, the Classical references decidedly fit
the foreign locale of Messina and provide Shakespeare's comedy with associations much richer
than setting it in an English village.
Along side the specific references to Greek gods and myth, Watson notes that
Shakespeare utilized imagery of bulls which have long been associated with ancient rituals.
These wild, homed, and yoked bulls are wonderful companions to the Elizabethan male fear of
cuckoldry which was personified through images of horns sprouting from a husband's head
when his wife had been unfaithful. Beyond the ancient linkages of bulls, the island status, itself
is interesting.
The island locale of Messina illustrates that dangers can always be present even when one
is isolated by a barrier; in this case, a waterway that somewhat protects the island of Sicily from
the mainland. Even in rural, out-of-the-way locales like Messina, there are places to hide
intrigues, traitors, and secrets and Shakespeare demonstrates that duplicity and dishonorable
behavior can stem from close internal sources as much as from schemes and treachery of those
living far away. In other words, outside threats from other nations or city states may be actually
less important than the threats that lie within the nation itself.
The character Leonato is the governor of Messina which, according to Onions, makes
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him the military commander of the area (120). Gladly extending his hospitality to Don Pedro,
the Prince of Arragon and his men, Leonato is representative of the ruling society of Messina, yet
he doesn't seem interested in the politics and wars that have occurred in the world outside
Messina. Leonato dismisses the war and its casualties after a few, brief remarks in the opening
moments of Much Ado About Nothing, "A victory is twice itself, when the achiever brings home
full numbers" (MAAN 1.1. 7-8). Don Pedro seems equally content to focus elsewhere and spends
his energies on love rather than politics. Their disinterest in the recent war could stem from
many sources: for one, it may be a combination of blindness, ignorance, and ego for it appears
they believe all plausible threats have been eliminated. Or their lack of concern about the war's
implications could be complacency brought about by a perception that Messina is a safe locale
due to its isolation. With its strait acting as a natural boundary between it and the outsider world,
Messina's island status sets it apart from the problems of the outside world.
As Davis points out, initially Messina appears like an oasis where Don Pedro can relax,
engage in voracious pleasures, enjoy ceremonial displays and reveling, and allow his men to
indulge in the luxury of courtship (12). The major topic of conversation, therefore, centers on
personal issues such as love instead of dealing with larger political and social concerns such as
the recent rebellion, religious beliefs, finances, class differences, and the like. Messina's society
is shown to be fairly worry free and unconcerned with matters outside its borders, seemingly
protected by its physical isolation.
Don Pedro and Leonato, however, find that this is not the case which aligns the locale
beautifully with a major theme-what is perceived as the truth is not necessarily accurate. One
example includes Don Pedro. Arriving in Messina as a conqueror, Leonato and Messina
celebrate the end of the rebellion and Don Pedro's victory; but later it is discovered that this isn't
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accurate and that the rebellion has actually continued undetected. Due to the friendly mask that
is worn by the traitor Don John which covers his scheme to undermine Don Pedro, his brother
believes what he wants to believe-that all between he and his brother have been resolved. This
blindness to treachery, Shakespeare shows us, puts the orderliness of society into danger.
Messina isn't a safe haven yet the ruling party in Messina doesn't seem to comprehend that since
they fail to spend many resources on protecting itself.
According to Evans, the historian William Harrison wrote descriptions in Holinshed' s
Chronicle in 1557 of the social structure that separated the English populations into strict
classifications with its most upper classes being only accessible through birth. Although this
social hierarchy wasn't new, Harrison reported about the changing economic conditions and the
resulting power and mobility of the merchant chasses which granted upward social mobility
through the acquisition of money and property. Although an ideal Constable would have been
one of the best from the Yeoman class, competent men could make more money and gain status
through other occupations. This resulted in making the position of Constable or membership in
the Watch undesirable for anyone interested in climbing the social ladder (430). Consequently,
Constables and their helpers were often selected from the lowest class in the Elizabethan social
hierarchy which, unfortunately, resulted in civil law enforcement officials who were bumbling
and ineffectual but didn't realize it, much like Dogberry, Verges, and the Watch (427). The
"business" that the Watch speaks of in Much Ado About Nothing-drinking, sleeping, and
ignoring criminal behavior-was often complained about by English writers during
Shakespeare's lifetime and was also a prime source for humor (428).
Shakespeare paints a picture of a stratified society with little interest or ability to
understand anyone outside own social niche. Dogberry and his men certainly have no difficulty
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understanding each other and, like the ruling class, have their own shared communication
conventions. But these conventions aren't shared between the classes within this society.
Dogberry the Constable and his Watch, stemming from the lowest class, are eager to
perform their duty and demonstrate their zeal by directly reporting to Leonato, their superior.
Dogberry and his men, lacking the proper training that they need to deal with their prisoners
since they are part of Don Pedro's entourage, are prompted to ask Leonato for guidance.
Leonato, however, is too preoccupied with marrying off Hero to Claudio, a suitor with solid ties
to the prince, rather than be bothered by Dogberry's questions.
As long as Dogberry doesn't overstay his welcome, then, Leonato seems satisfied to
ignore him and the other men who defend Messina. As Shakespeare demonstrates, this is a
dangerous combination. The public shaming and dishonoring of Hero and Leonato could have
been avoided ifDogberry and Leonato could have worked together. Most critical is they lack a
common understanding. Dogberry attempts to rise above his station and use the manners and
posturing of those above him which results in Leonato's impatience, "Neighbours, you are
tedious" (Much Ado About Nothing 3.5.14) but Dogberry, in turn, doesn't understand when he
is being rebuked and his oblivion to his own ignorance is demonstrated, ""It pleases your
worship to say so, but we are the poor duke's officers, but truly for mine own part, ifl were as
tedious as a king, I could find in my heart to bestow it all of your worship" (MAAN 3.5. 15-17).
Not understanding those of another class is shown to breed misunderstanding and weaken
the entire society by making it more vulnerable to threats from either internal or external sources.
Much Ado About Nothing may be a warning from Shakespeare which was based on very real
problems in Elizabethan England that he saw as needing correction.
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The treachery that is exposed in Don Pedro's ranks is extremely problematic since it
stems from his own brother. Don John's status combined with his unscrupulous behavior runs
counter to the concept of honor which governed male behavior during the Renaissance.
As the scholar Waston writes, the conception of honor originally sprang from the paganhumanistic source of Aristotle (48). One of the reasons honor was so important during this
period was due to the many threats that faced society. Plague, war, and famine were just a few of
the perils that threatened, therefore, a man's word was the only insurance and assurance society
had (99). For a man of the Renaissance, therefore, honor was the most precious commodity he
could possess since it was a testament to his reputation attesting to his honesty, valor, reputation,
as well as validating his good name (411 ). For an Elizabethan soldier, such as Benedick and
Claudio, reputation was of special concern (139).
As Lucking writes, a man's honor could be compromised through the acts of members of
his family and this, of course, included actions of the man's wife. It is little wonder, therefore,
why that Don Pedro and Claudio publicly shame Hero since it was imperative to their own good
names to distance themselves from her contamination (21 ). Scorn and contempt were certainly
horrible enough but, according to Watson, in Elizabethan society public shaming was absolutely
the worst action one could be submitted to (434 ). It is notable that Don Pedro and Claudio feel
justified in this ultimate punishment since it also resulted in the public shaming ofLeonato by
association of his daughter's actions. Shaming was accompanied with some provisos.
According to Elizabethan morality, great care must guide a person before taking action. It
was believed that those who sought revenge put themselves in jeopardy oflosing God's
protection. Disgrace instead of honor could descend upon someone seeking revenge if others in
society saw spiritual sins in them such as anger, hatred, jealousy, envy, pride, or ambition ("Life
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in Elizabethan England"). Of course, Don John's actions against his own brother clearly identify
him as committing several of these sins. Whether Don Pedro and Claudio sinned is open to
audience interpretation.
Watson also recalls "the vice of pusillanimity" which was a condemnation of those who
were too stoic (26). Anger was only acceptable if the motive was just.
According to Watson, the most important issue that Renaissance moralists focused on
was the need to exercise caution and thoughtfulness in order to discern truth from deceitfulness.
Knowing that unscrupulous people existed who would mask self interest as concern for others,
moralists warned that disaster would strike if one couldn't identify the treacherous liars from
those who were truly friends (100). This fault is certainly one that indicts both Don Pedro and
Claudio given their readily acceptance of Don John's story about Hero's immorality.

It is unsettling that the words of the rebellious Don John set in motion a plan for Hero's
disgrace. Don John's influence is somewhat puzzling and calls into question Don Pedro's
judgment since Don John actively rebelled against his own brother, the prince. It is clear that as
a half-brother and bastard, his relationship to Don Pedro provides him with privilege and
position. This is more understandable if one understands the Elizabethan world view.
According to the scholar Tillyard, the core of Elizabethan belief was divine order. This
viewpoint classified every aspect of the universe and gave it a permanent place in a hierarchical
structure that ranged from the ordering of the heavens and various degrees of angles, to the most
base, inanimate object (26). Simply put, the consequence of a universe without the maintenance
of precise hierarchical connections was chaos. To an Elizabethan, this chaos would have been
monumental (16). Social position was, therefore, believed to be predestined and absolute;
negating the possibility of equality in favor of maintains the status quo whatever it was.
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Leonato, the highest ranking officer in Messina, extends his loyalty to Don John,
demonstrating the importance of royal blood, "Let me bid you welcome, my lord, being
reconciled to the prince your brother: I owe you all duty" (MAAN 1.1.114-115).

Implications

that are not as positive compared to those who are not related by blood.
Don Pedro and Leonato have been allies for some time, yet Don Pedro does not hesitate
in publicly condemning Hero without any prior warning to Leonato, a long-term ally. This leads
one to question how sincere the relationship is between them. The men from outside Messina's
society also act particularly wary.
Suspicion, in fact, blemishes many of the relationships among Don Pedro's men. One
early example demonstrates Claudio's suspicion of Don Pedro's positive appraisal of Hero, "You
speak this to fetch me in, my lord" (MAAN 1.1.164). A later example is Benedick and Claudio's
willingness to believe Don John that his brother was courting Hero for himself Claudio is
immediately suspicious and jumps to the conclusion that Don Pedro has been a disloyal friend
almost immediately following Don John's words. Blaming Don Pedro's behavior on love, an
uncontrollable force, Claudio laments, '"Tis certain so, the prince woos for himself,/ Friendship
is constant in all other things,/ Save in the office and affairs of love:/ Therefore all hearts in love
use their own tongues. Let every eye negotiate for itself,/ And trust no agent: for beauty is a
witch,/ Against whose charms faith meltheth into blood:" (2.1.129 - 135). Confronting Don
Pedro instead of running away as Claudio does, Benedick refuses to believe otherwise until
visual proof has validated Don Pedro's denial, "If their singing answers your saying, by my faith,
you say honestly" (2.1.177-8). Don Pedro, it appears, may have a credibility problem with his
closest courtiers. This is ironic considering that Don John, a bastard full of hatred who blames
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all of them for his overthrow, easily dupes Benedick and Claudio to initially mistrust their
sovereign Don Pedro.
As Watson points out, it was considered prudent and savvy politics by Renaissance
nobility to award titles to those who had demonstrated outstanding military heroics during battles
(418). Claudio, a recipient of honorary awards from Don Pedro for his military prowess during
battle, unfortunately also earns the hatred of Don John, "that young start-up hath all the glory of
my overthrow: ifl can cross him any way, I bless myself every way" (MAAN 1.3.47-48).
Claudio is somewhat trapped between the two brothers since, according to Watson, he would
have had to accept any honor given him since to deny it would have made him seem disdainful to
his fellow men (415).
Don John later decides that getting back at Claudio isn't enough, and is more pleased by
Borachio's plan which includes revenge on everyone important. Borachio promises to provide
"Proof enough, to misuse the prince, to vex Claudio, to undo Hero, and kill Leonato; look you
for any other issue?" (MAAN 2.2.21-22). His plan successfully dupes both Don Pedro and
Claudio through verbal accusations and fabricated action into believing that Hero has been
immoral. As Levin points out, it is notable that Don Pedro and Claudio push former alliances and
cordiality aside as soon as they perceive danger to their social position or personal ambitions
(115).
It is this lack of loyalty to Leonato combined with their suspicions of women that
demonstrate flaws in their character. Leonato, on the other hand when faced with men he
believes to be friends who attest to the immorality of his daughter, rejects Hero without
hesitation. Believing in the honor code, Leonato accepts that the accusations of honorable men
alone are proof enough for him that his own daughter has dishonored him. Hero's perceived guilt
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and resulting dishonor immediately results in Leonato's stock response in which he steps out of
his role of father to condemn her. The lack of compassion in this famous scene from Much Ado
About Nothing is not as outrageous as one may think.
According to Meuschke, the men displayed conventional and predictable responses (61).
The killing of an adulterer, Watson writes, was an acceptable practice which was usually
pardoned by the courts, so although Leonato does not immediately physically strike at his
daughter, Hero readily understands that whatever her father commands to be done will be carried
out, without question (446). Within the Elizabethan social structure, fathers were supreme.
Elizabethan society advocated strong families, according to Watson, but it was mainly a
one-way relationship with the father placed at the head of the family. The refusal to honor one's
parents was seen as a sign of atheism or, at the least, impiety (138). Given the strict rules of
behavior and the fear of having an entire family's honor shamed, it is not surprising that there
were frequent disowning during this period in history (410). Disowning was usually prompted
on the basis of bastardry or cowardliness for men, whereas disowning females within a family
were usually prompted by morality concerns about women (443 ). People were willing to
preserve honor at any cost, and this included rejection of a loved one. Within this context it is
more understandable why the death of Hero would be preferable to a man such as Leonato who
was facing dishonor (66). This point would not have been lost by an Elizabethan audience who
would have more readily accepted the savage denouncement of Hero by the men surrounding her
compared to an audience of today (444).
Examples of erring women during the Renaissance can be found in Shakespeare's canon
as well as other literary examples stemming from this period. Watson writes that the women in
these positions were asked to sacrifice no more than what would have been expected of men to
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sacrifice (Watson 445). Self-sacrifice for honor was a primary duty, therefore, for both sexes
living in the Renaissance.
According to Watson, Shakespeare often associated lust with an uncleanness that
permeated the physical nature of the person ( 446t therefore, with lust contaminating her blood,
Hero was quickly perceived a social outcast by those in Elizabethan society. This can also be
identified in Shakespeare's epic poem The Rape ofLucrene in which the heroine's name and
blood is so tainted that she must take her own life than live in dishonor ( 460).
The Renaissance viewpoint of death was considerably different from today's view in
which life is often extended as long as possible. During the Renaissance, Watson writes, death
was often perceived as "restful oblivion" which reflected more of a Classical perspective than the
philosophy of Christianity (447). Even taking one's own life, Meuschke reports, was an
acceptable means to preserve honor, especially since honor was an extremely difficult
commodity to restore once it had been lost or tainted (56).
The primary means for a man to restore his honor was through the courtly code which
approved vengeance-a duel. According to Lowes, the Elizabethans believed a duel's outcome
represented God's divine will, so no matter the outcome it was considered fair. The winner was,
ultimately, the one who was supposed to have won (Lowes). With this in mind, according to
Watson, it is easy to see how readily Leonato would challenge Claudio to a duel since he has no
other resource and must fight a physical battle in order to defend the family honor (411 ). Other
challenges in Much Ado About Nothing require more contemplation.
Benedict's decision to challenge Claudio to a duel is not an easy one and it occurs only
after he is convinced by Beatrice that she loves him and expects some proof of his affection to
her. By defending Hero, Benedick takes a calculated risk that Beatrice is correct and Hero's
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honor has been unjustifiably stained, and Leonato's family honor needs to be restored.
According to Watson, once Benedict decides to undertake this mission, he has no choice but to
abruptly end his allegiance with Don Pedro and challenge Claudio to a duel (440). As Meuschke
writes, the heroic tradition of honor demanded that once a challenge was undertaken, Benedick
had an obligation to willingly sacrifice his own blood, or kill Claudio (56). This decision is, no
doubt, difficult for Benedick to make due to his relationship with the prince and as Claudio's
"sworn brother" which was a lifelong oath (MAAN 1.1.53). Watson believes it would have been
complicated decision for most men facing a dilemma like this during this time period due to their
perception of women. Renaissance men not only highly suspicions of women, they also believed
them to be inherently weak and incapable of loyalty. This male predisposition found in
Shakespeare is exaggerated to some extent by yet another bias-his practice of exalting male
friendship as the idealized model of fidelity. This bias wasn't unique to Shakespeare and it
merely reflects an Elizabethan prejudice in general (440). Within this context, different types of
duels coexisted depending upon the offense.
A Duel for Honor, for example, was a fight to the death which was prompted over an
actual or perceived slight to honor~ this is the type of duel that threatens to occur in Much Ado
About Nothing ("Duels"). Wilson writes that there were many reasons to fight these duels such
as those that arose over women, rivalry between families or affiliations, disputes concerning
public office, and conflicts following legal cases that weren't settled satisfactorily in court.
According to Wilson, there was also the Duel for Glory which was designed to
demonstrate valor and courage. Not intended as a fatal encounter, this particular type of duel was
taken on with the intention to prove worth, not to resolve conflict.
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Finally, the third type of duel was the "Alla Maccia" which was more informal and
fought with no rules or judges ("Duels"). Wilson believes that this particular type of duel was
most prevalent in England.
No matter what country is referred to, however, dueling was widespread. Within this
context of honor and blood, Wilson believes it is not surprising that dueling schools flourished
that specialized in teaching how to use the rapier.
Unfortunately, dueling wasn't necessarily always honorable or necessary. Some duels,
for example, were fought over trivial matters such as accidentally bumping into another or a
perceived insinuation ("Life in Elizabethan England"). Watson reports that dueling was generally
outlawed by 1600, but laws didn't stop them and it remained a common method of settling
questions of honor throughout the Renaissance (69). Besides dueling, other Elizabethan
viewpoints demonstrate the vast differences that exist between their beliefs and ours today.
Renaissance thinkers, with their belief in this hierarchical unity of the cosmos, believed
that man was made up of the same elements that comprised the area of earth and moon--earth,
water, air, and fire; this area below the moon, like man, was subject to decay, whereas anything
higher than the moon was permanent ("Introduction To Understanding Shakespeare's Cultural
Shorthand"). Above the moon, the seven planets were believed to eternally designate various
traits to men born under their influence. Those born under the influence of Saturn, for example,
were supposed to be like the character Don John in Much Ado About Nothing and exhibit traits
such as "hard favoured, melancholy, malicious, and cold" ("Elizabethan England").
Above the planets, they envisioned four spheres which included the firmament, the
crystalline sphere, the primum mobile, and the heavenly sphere ("Introduction to Understanding
Shakespeare's Cultural Shorthand").
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According to Tillyard, the Renaissance person, therefore, believed in a highly structured
universe in which all elements were interrelated, and this order provided life to the earth (16).
Further, their belief in a divine order was evidenced through the physical world that could be
observed. God reigning supreme over the heavens, for example, corresponded to the sun
reigning over the planets. This corresponded to a natural order on earth which manifested itself
through absolute rulers basing their claims ofleadership on birthright. In other words, rulers
were to be followed without question because their position had been divinely determined ( 14).
Although Shakespeare lived on the threshold of modem times, his work, none-the-less,
according to Watson, reflects the rigid notions of class distinctions that were held during his
lifetime (421).
Bevington writes that this philosophy was embraced by Queen Elizabeth to justify her
right to the throne during the turbulent period of the Renaissance in which conflicts raged
between the Catholics and the Protestants (Xvii). The philosophy that maintained the orderliness
of the universe was, in fact, instrumental in helping Queen Elizabeth keep order during her reign.
Elizabeth, herself a Protestant, was a member of the Tudor dynasty whose father, King Henry the
Eighth, had severed relationships with the Pope and Catholicism due to his second marriage to
Anne Boleyn. This marriage, resulting in the birth of Elizabeth, was deemed illegal by the Pope;
therefore, Elizabeth was viewed as a bastard by Catholics living both abroad and in England.
After she became Queen, however, Elizabeth portrayed herself as God's appointed deputy on
earth and fostered stability by insisting that any act against a monarch was an act of disobedience
against God's will (Xix). In fact all of the factions striving for power in England used arguments
such as these that were based on religious morality and the divine right of kings.
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This moral premise for control and world view, however, was disputed by Machiavelli
who lived in Florence, Italy from 1460 - 1527. His book, The Prince, was written in response to
the many invasions that Italy enduring during his lifetime. In his famous book, Machiavelli
proposed that rulers should be more pragmatic and needed to use whatever was necessary in
order to maintain control. Machiavelli's ideal leader, therefore, had little to do with divine order
("Niccolo Machiavelli"). Needless to say, Bevington notes Machiavelli was hated in England
although his ideas impacted that country by the 1590's (Xxii).
Harrison reports that the Elizabethan structure was comprised of a class structure that
divided itself into two major parts-the ruling elite and those who served them. At the most, the
ruling elite totaled only 5% of the population ("Elizabethan England"). The elite abided by an
ordering which divided them by designations of nobility or gentry; and within these categories
there were further classifications and ordering so that each rank knew its place and position
within the social hierarchy.
According to Watson, there were "seven degrees of superiorite" who were ranked in a
hierarchical arrangement from King (who was considered God's representative on earth),
downward. In order, Prince, Duke, Marquesses, Earl, Viscount, and Baron were next.
Following these were Knights, Esquires, and Gentlemen (83). These noble members of
Renaissance society were not opposed to magnificent spectacles of pomp or ceremony because it
was believed that richness and grandeur to be outward manifestations of a man' s honor and
dignity (421 ).
It was considered base, Watson reports, to be concerned about what was practical during
the Renaissance (425). Money was, therefore, considered to be beneath a nobleman since a
desire for it was believed to indicate a cheap and mercenary spirit. Having some contempt for
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fortunes, the ruling classes thought virtue was superior to material possessions. Instead of
money, titles were favored as tangible indicators of their importance in society (Watson 147). It
was also thought appropriate to believe in one's worth, and rudeness only resulted if and when
others were made aware of this (114). The obligations for a nobleman to members of his court
and his servants, therefore, went beyond money.
A typical English nobleman, for example, had a retinue of 80 gentlemen and 500 yeomen
and all were expected to dress in a manner that reflected well on their relationships to each other.
Nobles were careful to dress properly and take care that their servants looked good as well; in
turn, servants were careful to look and behave in a manner suitable for their masters
("Elizabethan England" ).
A nobleman was expected to provide livery which was usually a set of clothes for his
servants that would be appropriate for conditions in both summer and winter. Livery could also
refer to badges, uniforms, or tokens like gold chains. Livery was sometimes referred to as
"taking his cloth" which meant that a servant would become a follower of the nobleman who had
provided the livery and would, in turn, provide the nobleman with loyalty ("Elizabethan
England"). These visual expressions of loyalty were powerful reminders of who belonged to
whom, and the relative importance and power of various courts were, therefore, easy to evaluate.
Of course, the noble court of Elizabeth in England was the one that was the most desirable to be
affiliated with than those headed up by "lesser" aristocrats; however, many courts existed within
the greater chain of command.
Although all men who frequented noble courts could be termed courtiers, the role of a
courtier was very different from a councilor or a politician. Courtiers were expected to be witty,
graceful, and courteous as well as be able to quickly and beautifully exhibit their understanding
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ofliterature, history, geography, math, and various languages ("Court Life"). Rules of behavior
demonstrated the hierarchical arrangement as well; for example, it was forbidden for members of
the court to tum their backs on their ruler, or even appear taller ("Court Life").
Democratic equality was simply not a social attitude in Shakespeare's world and the
slightest sign of disobedience was considered a great insult to those in higher positions
According to Watson, Castiglione, an Italian writer known during the Renaissance for his
treatises on proper court behavior, cautioned courtiers to take care so as not to arouse jealousy;
be "lowly, sober and circumspect, fleeing above all things, bragging and shamefull praising
himselfe: for therewith a man always purchaseth himselfe the hatred of the hearers" (114 ). And,
of course, courtiers had to exhibit absolute loyalty, no matter what the ruler's behavior (85). .
Being a member of the elite had privileges that others in the lower classes could never enjoy.
One interesting attribute that was assumed to be true about men in the Renaissance
society can be seen through a bias concerning birthright and position. Generally, Watson reports,
it was believed that as rank increased, so did virtue (84). The word of a gentleman was, in fact,
as trust-worthy as a sworn testimony from a man of the lower classes (97). Even if crimes were
proven to be committed by aristocrats, peers couldn't be arrested for anything other than treason,
felony, or breach of the peace ("Shakespeare's Life and Times").
It wasn't necessarily easy, however, to be a member of the elite. Duty to those above
stemmed from the concept of Norman feudal law which had codified the social hierarchy in
England from 1066 on after the Normans conquered England. Feudalism in Renaissance
England, although replaced in part due to the centralization of power that the Crown enjoyed,
still provided a framework for the lords in England who pledged their allegiance to one ultimate
power, rather than to each other ("Feudalism"). According to Mathews, eldest sons were
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granted the right to inherit their father's estates and, in turn, they inherited the responsibility to
safeguard what had been given them through military service to the Crown (Mathews).
The political implications for daughters are obvious, according to Mathews, since who a
woman married impacted alliances which could either be advantageous or detrimental since
military service was legally owed to the daughter's in laws. Daughters, therefore, had to please
the entire hierarchy, not just their fathers (Mathews). Marriages between children were,
therefore, initiated by families seeking positive alliances although these commercial transactions
were condemned by the Puritans by 1562 since they often lead to divorce, "First as touching men
of nobilitie, wee see dayly by experience that they for the moste parte marrye theyre children at
theyr pleasure when they are very yonge, even to such as wyll geve them most money for them,
as men used to sel theyr horses, owen, sheepe, or any other cattel" (Matthews).
By 1591, many writers were urging more marriages based on affection, and according .to
Mathews, more concern was expressed about who one should want to marry. Of course, these
concerns were mainly for the upper classes that held property.
The majority of the population, classified as commonality, was also divided into
subcategories. Harrison writes that the higher commonality or professionals included clergyman,
lawyers, administrators, and merchants, whereas small merchants, laborers, and the unemployed
were identified as members of the second commonality. Wages during this time period varied
like today Watson reports, with the average merchant earning about 100 pounds per year
whereas a carpenter would earn only 13 pounds per year (107). Although there wasn't social
mobility between classes, there were opportunities for people to better their positions within a
particular class. For example, a stable groom might aspire to become a butler or steward
("Elizabethan England"). These classifications, of course, referred to both men and women with
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the proviso that women in Elizabethan society were subordinate to their fathers and husbands
within the greater categories.
The very definition of what a woman is, then, impacts what a marriage can be.
According to Harrison, the reasoning behind a woman's subordinate position was based on the
Christian explanation of creation-since woman's creation followed man, and since she was
made from man, her status was inherently lower. Owen reports that St. Thomas Aquinas only
reiterated the words of St. Paul in Ephesians 5.22 when he stated that a woman was subject to
man as a man was subject to God (10). Her primary duty was to obey her father or husband
because "women have not mortall virtues in that perfections as hath a man" (Watson 443).
A woman's physiology was, also, seen as evidence of inferiority. According to
Lucking, since a woman's sex organ was internal and couldn't be drawn out, this was seen as a
sign that she lacked "vital heat"; this lacking, of course, proved that women were interior to men.
A woman's body, further, was seen as a reflection of her proper place in society, a place that was
passive, receptive, and withdrawn (16).
Equality of the sexes, simply, was not an accepted concept. A dominant woman, reports
Harrison, was unnatural, and seen as a symptom of disorder.

An extension of these beliefs linked a woman's tongue to a man's penis. Lucking
believes this interesting equivalency is certainly laden with associations that immediately show
how threatened a man may have felt when confronted with an outspoken woman (19). This is
especially interesting when regarding how an Elizabethan audience may have regarded the
outspoken Beatrice in Much Ado About Nothing.
Added to this bias against women is the unfortunate Biblical story of Adam and Eve's
expulsion from the Garden of Eden which clearly connects womanhood with sin. Female images
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from Christian tradition, in fact, consign women into two restrictive categories: virgins or
whores. The general viewpoints of women during the Renaissance, according to Harrison,
correspond to the teachings of the medieval church which subordinated women to men, and
further classified women as good or bad. When men were shown to be false it was due to some
deep-seated vice like ambition, but even good women were viewed as faulty because of an
inherent weakness. Watson points out a demonstration of this typical attitude in the Defense of
Good Women by the Renaissance writer Elyot, "We note in children inconstance, and likewise in
women; the one for slenderness ofwitte, the other as a natural sickness" (439). Simply put,
women were seen as incapable of resisting temptation (440). The few women who were
regarded as exceptionally virtuous were those who either pointed out their own weaknesses, or
those who didn't act like a woman (441).
According to Watson, the most extreme writers from this period believed women to lack
souls; a more popular and less extreme view was that a woman only lacked a will (495). A major
historical event, however, helped to somewhat alter traditional viewpoints--Queen Elizabeth.
By 1602, Williamson notes that the English woman had considerably more freedom
than women in other countries, although descriptions of these women are not necessarily
admirable and include female public drunkenness, crime, and general excessiveness (40). With a
woman on the English throne, Mathews believes women in England were granted more access to
education and social events than before, although some critics didn't care for the changes. Even
Queen Elizabeth sat through a sermon in 1559 by Bishop John Aylmer who divided women into
"two sorts, some of them wiser, better learned, discreeter, and more constant than a number of
men; but another and worse sort, and the most part fond, foolish, wanton, flibbergibs, tattlers,
triflers, wavering, witless, without council, feeble, careless, rash, proud, dainty, nice, talebearers,
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eavesdroppers, rumor-raisers, evil-tongued, worse-minded, and in every way doitified with the
dregs of the devil's dunghill (Mathews). Most men of that time, according to Watson, preferred
silent, obedient women who stayed away from public places and focused on her one purpose in
life-- to care for her family (495).
As Williamson writes, marriage remained the only true mission for a woman of the
Renaissance (38). Mathews points out that if a woman chose not to marry; her only alternative
was the nunnery.
Once married, a woman lost the right to make a will, plead a suit, or "gainsay" her
husband in court. According to Mathews, a woman's relationship with her husband was, in fact,
based on feudal law in which any betrayal of her would be subject to the laws of treason. It was
clear to each party what their roles entailed: the man was to govern his wife, tolerate her frailties,
and correct her larger faults. A woman' s duty was obedience to first her father, and then ifhe
consented to a marriage agreement, her obedience was granted to her husband. The scholar
Neely found evidence that obedience was the primary duty of any woman as stated in the
following Homily, "But as for their husbands, them they must obey and cease from
commanding, and performe subjection. For this surely doth noumish concord very much when
the wife is ready at her husband' s commandment, when she will apply her selfe to his will, when
shee endehoureth her selfe to seek his contentation, and to doe him pleasure, when shee will
eschewe all things that might offend him" (15).
According to Neely, being wedded to a deficient husband didn't excuse inappropriate,
public behavior by her; rather, if she desired to reprimand him, she was advised to do so gently,
and while they were in bed (16). Further, women couldn't divorce or leave. Women with
abusive husbands were encouraged to pray as well as attempt to love him while making every
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attempt to please (Neely 16). Once married, the only way out was death (13). This reality was,
of course, contrary to the poetry which expressed the ideals of courtly love.
The concept of idealized love stemmed from medieval courtly traditions which
encompassed anonymous troubadours, Dante, and Patrarch.
Dante, living in the 1200's, wrote of his unrequited love for Beatrice which was,
according to Owen, a love so strong it caused him to grow pale and weak (146). Patrarch, living
over one hundred years later, expressed similar emotions when confronted with his Laura (150).
According to Owen, descriptions like "golden hair and radiant eyes" were courtly cliches
even in the 1300's; but what isn't clear is whether the women Dante and Patrarch described
loving ever truly existed. The only thing definite is that these two poets'descriptions of the ideal
lady provided imagery that was used in the songs of the later troubadours. Their ideal woman
was not only beautiful, but she was also aloof and abstract (155).
A darker side of idealized romances combines hatred of females with courtly love;
Evidence for this phenomenon can be found, Owen believes, in Patriarch's reflections when he
was 54 years old. Though still tempted by women, he writes that he only has to "recall what
woman is, and (then) all temptation vanishes" (152). Spending his entire life yearning for a love
that he couldn't have; Patrarch seems to have only experienced inescapable misery and suffering
(154).
According to Harrison, this legacy of courtly love was revitalized by Baldassare
Castiglione in the early 1500's. Basically an instruction manual designed to create a perfect
courtier, The Courtier provided its readers with descriptions of ideal courtly behavior. Neely
believes that it also reaffirmed the concept of courtly love which during the Renaissance
expressed an odd schism of womanhood-idealized unattainable women with no sexuality (6).
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Within this context, it is little wonder that misogyny existed within Elizabethan society.
As a member of this society, it shouldn't be surprising that this concept oflove influenced
Shakespeare as well as other writers who lived during this time period. What may be more
surprising is how courtly love as an ideal managed to exist along side and incorporate itself into
the reality of arranged marriages.
According to Mathews, the conflict that existed between life and romantic literature was
the reality of arranged marriages. Instructive marriage treatises were written for a bride-to-be,
but the message they provided did nothing more than describe the status quo. The truth was that
parents controlled who married whom, although towards the end of the I500's considerations of
the two being married were becoming more important. This can be seen in Henry Smith's A
Preparative to Marriage written in 1591, in which compatibility is stressed, "As one parte of the
building dooth meet and fit with another; so the wife should meet with the husband, that as they
are called couples, as they may be called paires, like a paire of gloves, or a paire of hose are like;
so man and wife should be like, because they are a parie of friends" (Mathews).
Neely reminds us that writers continued to clearly state that only the man was to take the
lead in courtship activities ( 11 ).
One interesting example of one of these treatises, according to Neely, is Edmund
Tilney's The Flower of Friendshippe in which the male guest and game leader has the same
name and similar characteristics as Shakespeare's prince in Much Ado AboutNothing--Don
Pedro. The "feminist" in this dialogue attacks the subordination of women while a man counters
her arguments in a witty, misogynist manner much like Shakespeare's Benedict (16). No matter
who the individuals were, Elizabethan societal structure contained the potential for severe
consequences for either the man or woman once they married.
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For a woman, as stated previously, the institution of marriage denied her of any legal
status; in effect she lost all individual identity and became his property. As Williamson points
out, for the man, a wedding provided risks equally perilous since a marriage to a woman with
loose morals could ruin his future. Basically, a man's honor was entwined with his wife's
behavior (39).

It cannot be forgotten that Christian teachings had long promoted celibacy while decrying
sexual desire as unfortunate. Traditionally, Owen reports, the church merely condoned sex as a
means to produce offspring within a marriage, no more (6). By the Renaissance, according to
Neely, the views regarding sex within marriage had become more progressive and sexual
expression was regarded as a healthy way to maintain a relationship (10). Nevertheless, women's
sexuality had the constant problem of being associated with sin due to Eve's transgression. It was
not surprising in this context that men tended to view women with suspicion and as Watson
writes, literary themes abounded in which feminine infidelity was central (439).
According to Neely, purity was the primary duty throughout a woman's life whether it
involved pre-marriage virginity, martial fidelity, or abstinence when widowed (14). As Berger
points out, Hero in Much Ado About Nothing bears her father's name and reputation with her
into her marriage with Claudio, and has the power to dishonor both of them (307).
Jokes from the Renaissance, not surprisingly, reflect a strong male suspicion of women.
Frankly, Watson notes, Elizabethan men seemed haunted by fears of female deception and the
resulting cuckoldry (439). According to Williamson, many of these jokes depended upon the
assumption that a man would not only fail to control his wife, but that she would also publicly
prove that she was actually cleverer than he (43).
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Onions acknowledges that related to these are jokes are other, more direct condemnations
of women which are expressed through cuckoldry. Cuckoldry, having an unfaithful wife, has
several implications (65). First, as Neely points out, a woman can't be cuckold even if her mate
is unfaithful (7). It is implied, therefore, that only a woman can commit the sin of adultery
against marriage. According to Williamson, cuckoldry also depends upon the belief that women
are lustful and fickle. This, of course, runs counter to the ideal that was described in romantic
literature of the pure, chaste ideal of womanhood. Finally, these jokes depend upon seeing
women as property in a patriarchal arrangement in which a man's honor depends on his wife's
chastity (39).
A woman's power came primarily through negation since she could bring down her
husband's standings in the community. According to Watson, it was through a married woman's
loss of honor that the greater world would judge the man to be "ignorant, of small worth, and
worthy of that contempt his wife and the adulterer regarded him" (438).
Despite this negativity and bias, Neely writes that most women in literature were
portrayed as loving, obedient, and willing to die for love (8). The ideal portrait of womanhood
that was adored, therefore, existed along with fear based on her potential to do harm combined
with suspicions regarding her sexuality.
By 1590 public criticism of arranged marriages grew, partly in response to a murder case
popularized by a ballad in 1590 ("Renaissance Literature"). According to Neely, aristocratic
fortunes were in decline in England in the late 1500's and many noblemen needed to marry
women from the emerging wealthy merchant class in order to restore the family fortune. Added
to this was a merchant class eager to climb the social ladder by gaining a titled son in law (10).
Ranald writes that Elizabethan decorum insisted on intermediaries to help arrange these
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matches; of course this is seen in Much Ado About Nothing when Don Pedro steps in to woo
Hero for Claudio and begins martial negotiations with Leonato (74).
The economic reality for most upper class individuals maintained the necessity of
arranged marriages which was based on economic and status. Arranged marriages remained the
norm and were only liberalized to the extent that the consent of the woman was usually gained
before the parents were consulted ("Renaissance Literature").
According to Levin, most martial alliances Shakespeare wrote about concerned the social
elite who would be dealing with arranged marriages. Without a doubt, their concerns about who
was an acceptable partner differed from other classes since their purpose for marrying was for
"the economic or social or political consolidation or aggrandizement of the family" (24). It isn't
surprising, Crick writes, that marriage for the upper classes dealt more with how the joining of
families would impact the family fortune than other matters such as love (35). This is especially
important, according to Williamson, when one is reminded that one of the surest means to
increase a family's status or fortune was through marriage or court favor (36). Wealth, however,
was only part of the equation since Renaissance society was also fixated on social standing.
Prudent marriage choices for the elite, as Levin points out,, had to take into consideration
both wealth and status to determine who one should marry. Although Claudio was not wealthy,
his marriage to Hero provides him with the fortunes ofLeonato; in exchange, Hero's family is
awarded a higher status due to Claudio's title (25). According to Ranald, Hero and Claudio's
marriage reflects the norm of upper class martial alliances that were occurring during
Shakespeare's time (74).
As Crick writes, their marriage is reported to be based on the social ideals of romantic
love and physical appearance, but their relationship should not be presented as such since their
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alliance more accurately reflects astute considerations of property and status (35). Ranald sees
Hero as the modest maiden described in wedding manuals, and Claudio is the ambitious fortune
hunter (74).
This leaves the match between Beatrice and Benedick one that isn't typical for members
of the upper classes. Their departure from the conventional, however, is easy to accept since
they are far from the norm during their day to day behavior. Beatrice's status is, also,
ambiguous. Although she is Leonato's niece, there is no mention of her father or mother, nor is
there any sense of wealth. Beatrice can afford to marry the man she is truly in love with because
there is no property to lose in the bargain.
Although most weddings of members from the elite class were prompted through
arrangement, the ceremony itself was very similar to what is still used today.
The wedding ceremony during the early Middle Ages was usually very simple and was
not necessarily associated with a church; often the couple just held hands and exchanged a vow
("Elizabethan Wedding Customs"). Wedding ceremonies altered through time and became more
ritualized and formal by the Renaissance due to two major forces: an increased exposure to other
cultures which occurred through trade, and the Catholic Church's desire for more control over
the rituals surrounding marriage ("Elizabethan Wedding Customs").
Members of Elizabethan society didn't necessarily marry any younger than people today.
The age of consent during the Renaissance was 21, although with parental permission this
standard was lowered to 12 years of age for women and 14 years for young men ("Elizabethan
Wedding Customs").
Since there were instances that the couple to be married hadn't meet before their
wedding day, some wealthy families presented a miniature picture of the prospective bride to the
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groom so he would have a sense of her appearance ("Elizabethan Wedding Customs"). No
matter how familiar they were with each other, the ceremony itself was very similar to what is
seen during today's weddings.
During the Renaissance, the bride and groom usually exchanged rings in front of a
priest, said their vows, and then waited a period of time before the final ceremony took place the
church door or inside the chapel. The legality of a marriage could be completed by declaring the
couple's intention to marry in church which was termed "Crying the Banns". The quicker
method required only a marriage bond ("Elizabethan Wedding Customs"). These procedures
were intended to allow time to pass so that any objections could be raised.
According to Ranald, In Much Ado About Nothing, Hero and Claudio are legally bound
to each other and considered to be man and wife following Hero being presented to Claudio by
her father during the masque scene. Hero's silence means she consents to the match and they are
legally bound at this point with only the religious rites and consummation to follow (75).
The final marriage ceremony was usually scheduled for Sunday and was often begun
with a processional leading the couple to the church. Like some of our more orthodox religions
today, the men would stand on one side of the church while the women would stand on the other
("Religion During the Renaissance"). As Ranald points out, the Marriage ceremony in
Elizabethan England differed little from an English ceremony of today since both are tied to the
Book of Common Prayer. The first question asked at the wedding ceremony remains the samedoes any impediment exist (75). Of course, other ceremonial aspects have changed.
Some Renaissance ceremonies included a Pall which was a large silk cloth held over the
bride by four unmarried persons as she received the "Bride's Blessing" ("Religion During the
Renaissance").
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Other traditions found today were actually begun during the Renaissance such as wearing
a veil and a garter, carrying a bouquet of herbs, and wearing "something blue". Blue, associated
with purity during the Renaissance, was a badge of purity that manifested itself as a blue ribbon
worn by both the bride and groom ("Religion During the Renaissance"). The only color that
wouldn't be worn was yellow which was associated with mourning ("Elizabethan Wedding
Customs"). And like today, flowers were of primary importance, at times worn on the bride's
head or gracing her dress ("Elizabethan England").
Further celebrations for the newly married couples certainly varied due to the constraints
of class, but generally there was a feast following and ample quantities of some form of alcohol
("Elizabethan England").
Foods enjoyed by Elizabethans included ample varieties of meat such as lamb, beef,
rabbit, peacock, swan, blackbirds, and fish which was accompanied with bread. Not as popular,
some vegetables such as parsnips, carrots, onions, leeks, garlic and radishes were also consumed
along with basic fruits like apples, pears, plums, cherries, and strawberries. Desserts were only
secondary to the meat course and Renaissance cooks baked tarts, cakes, custards, and crystallized
fruit and syrup to satisfy that particular craving ("Elizabethan Food").
Poorer people had to make do with ale, bread, fish, cheese, and lear, which was a dish
comprised of oatmeal with peas or beans ("Golden Age").
Trenchers were vital to both upper and lower class members of society. As Matterrer
writes, they were usually made from stale bread through the 1500's and only later were
fabricated from wood, earthenware, or metal. Everyone ate from these "plates" that were best at
"a foot wide and four inches high". Most people made their own trenchers, although the ruling
classes were provided with more trenchers as well as those that were more delicate than
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members of the lower classes. Beatrice remarks that Benedick is a "valiant trencherman, he hath
an excellent stomach" (MAAN 1.1.37-38). This may refer to him eating his trencher which was,
according to Matterrer, only attempted by those who were particularly hungry since the bread
was hard and dry.
Various foods, classified according to the humours, were also used to heal people
("Shakespeare's Life and Times").
For the nobility, Hughes writes, supper was usually served between five and six o'clock
in the evening and was followed by some form of entertainment like a concert, masque, dance, or
play.
According to Hughes, Elizabethan celebrations included a myriad of holidays and secular
activities that stemmed from both church feast days and secular pagan traditions. One popular
form of celebration that originated from the ancient ritual of mumming was the masque
(Hughes). Highly popular at English courts during the Renaissance, Secara writes that the
masque was basically a costume ball designed around a theme. Costumes could be fairly
elaborate, but the most important element to the masque was disguising participants so they
couldn't be identified. From this, it could be argued that a disguise allowed participants to say
and do things that they wouldn't be normally allowed to do (Secara). The masque, writes
Hughes, can be seen as a ritualized, sanctioned form of social release.
Themes of masques revolved around mythic gods, exotic locales, animals, the fairy land,
or whatever that could be imagined according to Hughes. But within the imagined context that
was built, the monarch was always the central focus.
According to Secara, masques were usually begun after supper and would often continue
well into the morning of the next day and sometimes end with yet another banquet. Costumed
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guests would usually perform a dance before the host and company, after which they would
invite other to join them (Secara).
If one dealt with money at all, Watson reports, that currency only consisted of coins
which were minted in either gold or silver. Since there was no paper money it is easy to see how
"the pound" came about since it designates a measurement of money which literally
corresponded to weight. The basic monetary unit during the Renaissance, however, was the
penny and it took 240 of them to equal one pound. Twenty shillings also equaled one pound.
Interestingly, the abbreviations for these units originate from the Roman period, therefore, their
abbreviations are only logical when it is understood that they refer to Latin words. For example,
a penny was expressed as the letter "d" which is an abbreviation for denarius, a silver Roman
coin; and a shilling was expressed as the letter "s" which stood for sestertius, another silver
Roman coin. A pound was designated by a letter "L" crossed with a bar which is the
abbreviation for Libra, meaning "pounds" in Latin (107).
Medical practices during this time period was based on a medical system over
6,000 years old ("Shakespeare's Life and Times"). These ancient ideas, developed in Egypt and
Mesopotamia, had been practiced by the Greek physician Hippocrates who based his practice on
the conventional premise that the body was made up of four humours-air, earth, fire, and water;
all of which emanated from the liver ("Shakespeare's Life and Times"). These four humours
corresponded to the four bodily fluids Blood, Phlegm, Yellow Bile, and Black Bile; and any
imbalance of them could result in illness (English 213). For example, excess Black Bile in the
blood was believed to lead to heart palpitations and constipation, while excessive Yellow Bile
would lead to general weakness ("Shakespeare's Life and Times").
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These humours were also believed to be responsible for temperaments. A quick
tempered individual, for example, was supposed to have too much Yellow Bile, whereas a
brooding, dejected personality was believed to have an overabundance of Black Bile (English

213).
It can be seen, therefore, that although Shakespeare's Messina was most likely an English
locale, the choices made in Central Washington University's 2006 spring production of Much
Ado About Nothing were appropriate in that the production reflected both the Italian legacy and
context of the early 1600's blended with Elizabethan traditions and social norms to provide an
appropriate framework for Shakespeare's writing.

Somers-Gulsvig
Analysis of Dialogue

Metaphors
Beatrice
•

He is no less than a stuffed man

•

Let him bear it for the difference between himself and his horse

•

He wears his faith but as the fashion of his hat, it ever changes with the next block

•

I'd rather hear a dog bark at a crow than hear a man swear he loves me

•

A bird of my tongue is better than a beast of yours

•

He is sooner caught than the pestilence

•

God held the noble Claudio if he hath caught the Benedict

•

Grieve a woman to be overmastered with a piece of valiant dust?

•

To make account her life to a clod of wayward marl?

•

Mother of fools

•

Count Comfect

•

I would eat his heart in the marketplace

•

Do not swear and eat it

•

Manhood is melted into curtsies, valour into compliment

•

Men are turned into tongue

Benedick
•

exceeds her much in beauty than the fust of May doth the last of December

•

thrust thy neck into the yoke

•

till he have made an oyster of me

•

you beat the post
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•

Alas poor hurt fowl, now will he creep into sedges

•

That I was duller than a great thaw

•

She speaks poniards, and every word stabs

•

These hobby horses must not hear

Don Pedro
•

thou was ever an obstinate heretic

•

tire the hearer with your book of words

•

take her hearing prisoner with the force

•

in time the savage bull doth bear the yoke

•

the wolves have preyed

•

February face

Leonato
•

doing in the figure of a lamb the feats of a lion

•

cease they counsel which falls into mine ears as profitless as water in a sieve

•

his May of youth, and bloom of lustihood

Claudio
•

beauty is a witch

•

the fowl sits

•

this fish will bite

•

give not this rotten orange to your friend

•

I have drunk poison while he uttered it

Hero
•

press me to death with wit
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•

False, sweet bait

Ursula
•

Is to see the fish cut with her golden oars ... and greedily devour the treacherous bait

•

So angle we for Beatrice

Don John
•

this may prove food to my displeasure

Dogberry
•

I am an ass

Comade
•

You are an ass

Simile
Beatrice
•

He will hang upon him like a disease

•

But civil, count, civil as an orange

Hero
•

Beatrice like a lapwing runs

•

let Benedick like covered fire consume away in sighs

Benedick
•

That's spoken like an honest drovier

•

As melancholy as a lodge in a warren

•

Thy wit is as quick as the greyhound's mouth, it catches

•

You strike like the blind man
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Don Pedro
•

he hath a heart as sound as a bell, and his tongue is the clapper

Personification

•

Trouble

•

Monsieur love

•

Jealousy shall be called assurance

•

Comfort

•

Sorrow

•

Repentance

•

Friendship

•

But then a star danced

•

Time goes on crutches till love has all his rites

•

Happiness

•

Lady Disdain

•

Courtesy

•

Lady Tongue

•

Happyhour

•

Disdain and scorn ride sparkling in her eyes
·,

•

For what his heart thinks, his tongue speaks

•

Goddess of the night

•

The smallest twine may lead me
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Classical Allusions

•

Blind Cupid

•

My visor is Philemon's roof, within the house is Jove

•

Should have made Hercules tum spit

•

You will find her the infernal Ate in good apparel

•

Harpy

•

I will undertake Hercules' labours

•

Cupid is no longer an archer

•

As Hector, I assure you

•

Phoebus

•

Bull Jove

•

Savage bull

•

Lusty Jove

•

Leander the good swimmer

•

Troilus

•

Some cupid kills with arrows, some with traps

•

Sometime like god Bel's priests

•

Like the shaven Hercules

•

You seemed to me as Dian in her orb

•

But you are more intemperate in your blood than Venus

Christian Allusions

•

Adam's sons

•

With all that Adam had left him before he transgressed
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•

Prester John's foot

•

And there the devil will meet me

•

Get you to heaven, Beatrice

•

And away to Saint Peter
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Imagery
•

Pick out mine eyes with a ballad-makers pen and hang me up at the door of a brothel
house for the sign of Blind Cupid

•

But how many hath he killed and eaten in these wars? For indeed, I promised to eat all
his killings

•

And the taker runs presently mad

•

Hot January

•

If I do hang me in a bottle like a cat and shoot at me

•

Pluck off the bull's horns and set them in my forehead

•

A thick-pleated alley in mine orchard

•

I'd rather be a canker in a hedge than a rose in his grace

•

I am trusted with a muzzle, and enfranchised with a clog, therefore, I have decreed not to
smgmmycage

•

Then half Signor Benedick's tongue in Count John's mouth, and half Count John's
melancholy in Signor Benedick's face

•

Then the devil will meet me like an old cuckold with horns in his head

•

He is the prince's jester, a very dull fool ... for he both pleases men and angers them, and
then they laugh at him, and beat him

•

Wooing, weeding, and repenting is as a Scotch jig, a measure and a cinquepace
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And with his bad legs (repentance) falls into the cinquepace faster and faster, till he sink
into his grace

•

That I stood at a mark with a whole army shooting at me

•

A double heart for his single one

•

False dice

•

I am sunburnt, I may sit in a comer and cry 'Heigh ho for a husband'

•

The poison of that lies is you to temper

•

What life is that to be the death ofthis marriage

•

His words are a very fantastical banquet, just so many strange dishes

•

But love may transform me to an oyster

•

Sheep's guts should hale souls out of men's bodies

•

And he had been a dog that should have howled thus, they would have hanged him

•

Then down upon her knees she falls, weeps, sobs, beats her heart, tears her hair, prays,
curses

•

Just so much as you may take upon a knife's point

•

Pleached bower, where honeysuckles ripened by the sun forbid the sun to enter, like
favourites made proud by princes, that advance their pride against that power that bred it

•

Cupid's crafty arrow made that only wounds by hearsay

•

Taming my wild heart to thy loving hand

•

My kindness shall incite thee to bind our love up in a holy band

•

As great a soil in the new gloss of your marriage, as to show a child his new coat and
forbid him to wear it

•

And the old ornament of his cheek hath already stuffed tennis balls
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•

He rubs himself with civet. Can you smell him out by that?

•

And with grey hairs and bruise of many days

•

Boys, apes, braggarts, Jacks, milksops. Scrambling, out-facing, fashion-mongering boys,
that lie, and cog, and flout, depraved slander, go anticly and show outward hideousness
and speak off half a dozen dangerous words

•

We had like to have had our two noses snapped off with two old men without teeth

•

Art thou the slave that with they breath hast killed mine innocent child?

•

Foul words is but foul wind, and foul wind is but foul breath, and foul breath is noisome

•

A most manly wit

•

The gentle day before the wheels of Phoebus round about, dapples the drowsy east with
spots of gray

•

That you have such a February face, So full of frost, of storms, and cloudiness?

•

We'll tip thy horns with gold, and all Europa shall rejoice at thee, as once Europa did at
lusty Jove when he played the noble beast in love

•

There is no staff more revered than one tipped with horn

Somers-Gulsvig

81

Language in Much Ado About Nothing
Shakespeare's Much Ado About Nothing is primarily composed in prose rather than
structured with iambic pentameter verse. According to Matthews, this predominance is
significant since the only other play in Shakespeare's canon with more prose in it is The Merry
Wives of Windsor.
Stauffer writes that the verse is generally reserved for the melodramatic elements,
whereas prose is utilized for the drama within the piece (71 ). The effect of this is that sincerity
and the more realistic language conveyed through prose is blended together, which starkly
contrasts with the more rigid, artificial verse that couples with the melodramatic moments (75).
Like in other plays by Shakespeare, Cummings writes that the structure of the language
in Much Ado About Nothing comments on the characters. According to Matthews, Beatrice,
Benedick, Dogberry and Verges speak almost exclusively in prose.
Cummings identifies the characters who most frequently express themselves through
verse as Claudio, Hero, Friar Frances, and Leonato. The most predominate from the list being,
according to Matthews, Hero and Claudio.
The implications are interesting. According to Stauffer the changes between verse and
prose signal differences of content and character traits such as affectation and insincerity which
are associated with those who use verse (75). Cummings, however, posits that these changes
may have been used to demonstrate and mock their lofty feelings, as well as express the
formality of their positions within the society.
The leading figure of Messina seems more concerned with ritual show than true
communication. Leonato according to Crick, uses a language that is highly ornate and artificial
as well as potentially misleading (34). Like a fashionable courtier during the Renaissance
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seeking approval and attention, Leaonto tries to appear as if speaking in this manner is effortless.
In reality, the highly contrived language he resorts to is actually cumbersome and difficult to use
("Shakespeare"). Welcoming Don Pedro to Messina, for example, Leonato uses prose laden with
artifice and hyperbole, "Never came trouble to my house in the likeness of your grace:/ for
trouble being gone, comfort should remain: but when you depart/ from me, sorrow abides, and
happiness takes his leave" (MAAN 1.1. 73-75). This formal welcome is rich with ritual and
beautiful, and although it seems a little too detached and artificial, its elegance seems appropriate
for a state occasion.
It is different, however, when Leonato expresses his anger in verse after he believes his
daughter Hero to be guilty of immorality, "Friar, it cannot be, /Thou seest that all the grace that
she hath left,/Is that she will not add to her damnation/A sin of perjury, she not denies it: /Why
seek'st thou then to cover with excuse, /That which appears in proper nakedness?" (4.1.163168). The use of verse in these crucial moments relies on language that should convincingly
portray heightened emotions, but in Much Ado About Nothing the verse seems stilted and
artificial more than the prose which distances the speaker from sincere emotions
("Shakespeare").
Claudio also resorts to verse when he accuses Hero of immorality which demonstrates the
highly melodramatic tone of the shaming scene, "Sweet prince, you learn me noble thankfulness:
/There, Leonato, take her back again,/ Give not this rotten orange to your friend, /She's but the
sign and semblance of her honour:/ Behold how like a maid she blushes here! /Oh what authority
and show of truth /Can cunning sin cover itself withal! /Comes not that blood, as modest
evidence, /To witness simple virtue? Would you not swear /All you that see her, that she were a
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maid, /By these exterior shows? But she is none: /She knows the heat of a luxurious bed: /Her
blush is guiltiness, not modesty" (MAAN 4.1.25-36).
The ease of the ruling classes to use and manipulate the language is demonstrated in a
number of ways. Leonato, for example, uses the euphuistic "lost" rather than the more direct and
honest signifier "died" when Leonato asks Don Pedro's messenger, "How many gentlemen have
you lost?" (MAAN 1.1. 5). His concern of loss is only directed at the upper classes. His
omission of other deaths, in other words, misdirects the conversation by exposing only the
information he wants to acknowledge. His words hide as much as they reveal. At the least, the
language conventions of Leonato, representative of the upper classes in Messina, often reduce
and distance human feelings.
Careful reading of the script is needed in order for a reader to note the use of personal
pronouns since they reveal information which may otherwise escape detection According to
Crystal, the pronoun "you" was used as a more polite form of address (450).
Certainly it is the "you" form that is used when characters are involved in public, formal
occasions. Even the sparing between Beatrice and Benedick are written as such although their
friendly, but barbed wit that suggests familiarity, affection, and pain. Benedick's "What, my dear
Lady Disdain! Are you yet living?" is immediately followed by Beatrice's reply, "Is it possible
Disdain should die, while she hath such meet food to feed it, as Signor Benedict? Courtesy itself
must convert to Disdain, if you come in her presence" (MAAN 1.1. 88 - 91 ).
Further, Crystal notes, the pronoun "thee (and) thou" were used by superiors to inferiors.
Inferiors, therefore, used "you" to those above them (450).
Much Ado About Notb.ing uses this convention and pronouns certainly demark the
relationships and barriers between characters due to differences in their social ranking. Claudio,
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for instance, uses "thee/thou" when he speaks with Benedick, "Thou thinkest I am in sport. I
pray thee, tell me truly how thou lik' st her?" (MAAN 1.1.131 ). Benedick, reflecting his lower
status during the opening scenes, predominately uses "you" when responding to Claudio who is
his comrade, but more importantly a Count, "Would you buy her, that you enquire after her?"
(1.1.132) and only resorts to "thee" when he verbally stings Claudio for contemplating marriage,
"Go to, !'faith, and thou wilt needs thrust thy neck into a yoke" (1.1.172). It is curious that
Benedick predominately uses the pronoun "you" when speaking to Claudio, even when calling
him a fool and a bastard, "Bull Jove, sir, had an amiable low,/ And some such strange bull leaped

your father's cow,/ And got a calf in the same noble feat,/ Much like to you, for you have just his
bleat" (5.4.47-50).
When referring to Don Pedro, Benedick always chooses to use of the more deferential
pronoun "you" as he does with Claudio. Benedick's relationship to Don Pedro is clearly one
that is respectful, but one that also establishes Benedick's keen sense of self and wit. Using an
abundant amount of the personal pronouns, Benedick makes it clear that he is a clever and an
individual, "That a woman conceived me, I thank her: that she brought me up, I likewise give her
most humble thanks; but that I will have a recheat winder in my forehead, or hang my bugle in an
invisible baldrich, all women shall pardon me. Because I will not do them the wrong to mistrust
any, I will do myselfthe right to trust none: and the fine is (for the which J may go the finer) I
will live a bachelor" (1.1.177-182).

His relationship with Don Pedro, however, seems to

change at the concluding moments.
The evolution of relationships can be easily traced, Crystal believes, by observing the
changing use of "thee" and "thou" versus the use of "you" (450).
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Noting the changes between pronouns, Benedick's relationship with Beatrice is shown to
change following his challenge of Claudio to a duel. Previously speaking to her as "you", he
begins utilizing the other less formal and respectful pronoun, "Sweet Beatrice, wouldst thou
come when I called thee?" (MAAN 5.2.32). Benedick continues this change in form through the
majority of his remaining remarks to her, concluding with, "A miracle, here's our own hands
against our hearts: come, I will have thee, but by this light I take thee for pity" (5.4.92-93).
Beatrice, however, never altering her pronouns, continually refers to Benedick through
the more deferential "you" which reflects the accepted differences in status between men and
women, "I would not deny you, but by this good day, I yield upon great persuasion, and partly to
save your life, for I was told, you were in a consumption" (5.4.94-96). Her remarks remain
conventionally phrased and polite, but they also point to her adherence to individual thought.
Benedick's altered relationship with Don Pedro is pointedly illustrated through a
dramatic change in pronouns at the conclusion. Benedick chooses to use "thee" for the first time
when addressing another man towards a significant character-- Don Pedro, the prince. Defending
his status as a married man, Benedick retorts, "I'll tell thee what, prince: a college of witcrackers
cannot flout me out of my humour ... Prince, thou art sad, get thee a wife, get thee a wife, there
is no staff more reverend than one tipped with horn" (5.4 .98- 99; 114 - 116). This evolution
may be reflecting only a public defense of marriage, but it also may be that Benedick feels he has
become an equal to Don Pedro and now he owes his allegiance to Beatrice first.
Of course, other relationships demonstrate their evolution as well with the most obvious
one being between Leonato and Claudio. No longer pleased with the actions of this young man,
Leonato says," . .. know Claudio, to thy head,/ Thou hast so wronged mine innocent child and
me,/ That I am forced to lay my reverence by,/ And with grey hairs and bruise of many days,/ Do
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challenge thee to trial of a man:/ I say thou hast belied mine innocent child./ Thy slander hath
gone through and through her heart,/ And she lies buried with her ancestors:/ Oh in a tomb where
never scandal slept,/ Save this of hers, framed by thy villainy" (MMN 5.1.62-71). It is
interesting to note that unlike Benedick's challenge to Claudio which remained formal and
polite, Leonato utilizes much more scorn when he attempts to prod Claudio into accepting his
test. These choices, therefore, clearly demark how characters see themselves within the social
hierarchy. They also send a strong message to the "other" in terms of how much respect is
accorded them as well.
According to Davis Much Ado About Nothing's Messina displaces an over abundance of
grand words and elaborate sentences coupled with an overuse of antitheses, alliteration, puns,
euphuisms, repetitions, and word patterns (5). Leonato provides one example of this overuse in
the shaming scene, "Wherefore? Why doth not every earthly thing/ Cry shame upon her? Could
she here deny/ The story that is printed in her blood?/ Do not live, Hero, do not ope thine eyes:/
For did I think thou wouldst not quickly die,/ Thought I thy spirits were stronger than thy
shames,/ Myself would on the rearward of reproaches/ Strike at thy life. Grieved I, I had but
one?/ Chid I for that at frugal nature's frame?/ Oh one too much by thee! Why had I one?/ Why
ever wast thou lovely in my eyes?/ Why had I not with charitable hand,/ Took up a beggar's
issue at my gates,/ Who smirched thus, and mired with infamy,/ I might have said, no part of it is
mine,/ This shame derives itself from unknown loins:/ But mine, and mine I loved, and mine I
praised,/ And mine that I saw proud on, mine so much,/ That I myself, was to myself not mine,/
Valuing of her: why she, oh she is fallen/ Into a pit of ink, that the wide sea/ Hath drops too few
to wash her clean again,/ And salt too little, which may season give/ To her foul tainted
flesh"(4.1.113-135).
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According to Crick, Shakespeare provides humor by demonstrating Dogberry's inability
to speak with the ruling elite because of his bumbled attempts to adopt language conventions that
he doesn't know how to use. Dogberry's misunderstandings of the language demonstrate his
aspirations for advancement by his attempts to impress and please those above him. A typical
example of his malapropisms occurs when he tries to flatter Leonato, but mistakenly uses
"tedious" as a compliment, "It pleases your worship to say so, but we are the poor duke's
officers, but truly for mine own part, if I were as tedious as a king, I could find in my heart to
bestow it all of your worship" (MMN 3.5.15-17).
Not only does Dogberry demonstrate his own ignorance; but through his malapropisms
and awkwardness, the overly-mannered and misleading nature of courtly language becomes
obvious as well. In effect, Dogberry becomes a parody of fashionable society in Messina (36).
One example occurs when he attempts to explain the charges against the Don Pedro's men,
'' ... they have committed false report, moreover they have spoken untruths, secondarily, they are
slanders, sixth and lastly, they have belied a lady, thirdly they have verifies unjust things, and to
conclude, they are lying knaves" (MMN 5 .1.191-194 ).
The script is dominated by other examples of word play in which alternate views of truth
are posited, each viewpoint depending more upon the skill of the speaker to use words rather
than upon their ability to accurately perceive what is there. Although no one truly knows what
another is thinking, there are a multiple examples in which the characters express their opinions
in a gracious, but pointed manner. During the opening of Much Ado About Nothing, for
example, Benedict is described through two opposing opinions, one illustrated by a messenger
from Don Pedro's army, "And a good soldier too, lady" (1.1.39) which is immediately countered
by Beatrice, Benedict's former lover "And a good soldier to a lady, but what is he to a lord?"
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( 1.1 40). With a clever pun, Beatrice uses the same words to express the very opposite opinion.
This, of course, demonstrates her wit, as well as the mutability of words and their meanings.
A tremendous amount of enjoyment is derived from the word games that Beatrice and
Benedick play with each other, and much of their own attraction seems to be based on the
merriment each receives from the acknowledgment of a well-aimed word that stings. These
verbal battles, however, are shown to often degenerate into an outright war in which the words
hurt too deeply. One example occurs in when Benedict enters Messina after a lengthy absence.
After a lively exchange in which both parties are "scoring points", Beatrice makes the mistake
of attacking Benedict's vanity, "Scratching could not make it worse, and 'twere such a face as
yours were" (1.1.101-102) which prompts Benedict's insult that she is not original, "Well, you
are a rare parrot-teacher" (1.1.103). This particular battle ends with Benedict retreating which is
unsatisfactory to either party.
A change that occurs in their communication norm is startling. After declaring their love
for each other, Benedick asks Beatrice to, "Come, bid me do anything for thee" (MAAN
4.1.307). Knowing the slippery nature of words, he is eager to demonstrate that he is in earnest.
Taking this as an opportunity for the ultimate proof, Beatrice makes a direct request of Benedick
to "Kill Claudio" (4.1.308). Both chilling and surprising, Benedick is initially taken aback by
her overt need for vengeance, but he is finally convinced that he must make a decision as to who
he believes to be the most credible. When Benedick declares his loyalty to Beatrice with,
"Enough, I am engaged. I will challenge him" (4.1.313-314) there is no doubt that he will carry
out his word. It is ironic that Benedick, the man without a title, without money, without position,
and without many serious words, is shown to be the one male character whose word is absolute,
and whose behavior is heroic.
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The most famous model for this kind of behavior was Baldassare Castiglione's sixteenthcentury manual The Courtier which was translated into English by Thomas Roby in 1561.
According to this work, the ideal courtier masked effort to project elegance and natural grace
through "sprezzatura ", or the illusion of effortlessness ("Much Ado About Nothing"). This
language allowed courtiers to speak politely about affairs that may have not been all that
gracious, provided a means for them to impress others, and slanted information as needed.
The ambiguity extends to the audience as well and they are also forced to make
judgments as to the intentions of the characters based on their own skills of interpretation. One
example of this involves the relationship between Beatrice and Benedick. Beatrice makes
reference of her last encounter with Benedick in which she claims he had to flee because all that
remained of him was one wit. The Elizabethan audience would have known that "the wits"
referred to common sense, imagination, fantasy, judgment, and memory. Since Beatrice failed to
state which wit remained, however, the audience is left to judge for itself when Benedick arrives
which wit he may be lacking, besides whether Beatrice's judgment of Benedick was accurate to
begin with. Forcing the audience to do much of the interpretation throughout the play based on
the language that is heard, Shakespeare makes a statement about the importance of credibility.
According to Lucking, M uch Ado About Nothmg clearly demonstrates that there is no
escaping having to rely on others in society and their interpretations; and it is this "mediated
knowledge" that is indirect, filtered, and biased ( 121 ). Knowledge regarding a person's
credibility, accountability, and honor, therefore, is shown to be crucial since knowledge is often
acquired second hand.
Other issues concerning reality also are made evident. As Lucking writes, information is
first delivered and interpreted through a larger, more-encompassing cultural filter that surrounds
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a society. Messina and Don Pedro's court, therefore, must interpret what they see and hear based
on what they are set up to see. In other words, truth has the potential to be muddied by
individual interpretations, but this personal process is encased within the greater cultural
viewpoint that is assumed to be absolute (125). Messina and Don Pedro only see the particular
"truths" that their culture allows them to view and share through the medium of language.
Interestingly, the overly ornate, elaborate structure that is used in Messina is similar to the
language conventions that were used in the courts of England.
According to Williamson, Queen Elizabeth inherited and used a courtly language that
was able to express as well as disguise social and political ambition. Very much like the
euphemisms of today which soften and modify what is being said, metaphors were utilized in
lieu of specific designators. The desire for wealth, power, or position, for example, was couched
in terms of love. Another example concerns the word "lady" which was employed as a metaphor
for an enemy, patron, landlord, or whatever (27- 28). In the courts of Elizabeth, therefore, the
artificial language that members of the court shared shaped what was perceived, as well as
dictated how one was expected to speak
As Johnston points out, one of Shakespeare's reoccurring themes in comedy deals with
this courtly style and its falseness. An example of this is evident in his "Sonnet 130" which
begins, "My mistress' eyes are nothing like the sun ... " and runs through a variety of silly
comparisons until the conclusion is directly stated -- he loves the woman more than others who
overstate their love falsely.
In Much Ado About Nothing, Benedick mocks that type of behavior when he reassures
Margaret that he will write her a sonnet "In so high a style, Margaret, that no man living shall
come over it, for in most comely truth thou deservest it" (MAAN 5.2.4-5). Although he attempts
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to later write a sonnet for Beatrice, his true love, he finds it impossible but quickly compares his
honesty with those who may be able to write with more elegance," ... and a whole book full of
those quondam carpet-mongers, whose names yet run smoothly in the even road of a blank verse,
why they were never so truly turned over and over as my poor self in love" (5.2.25-27). He
concludes with Beatrice that, "Thou and I are too wise to woo peaceably" (MAAN 5.2.54).
Certainly the message that Shakespeare was trying to provide his audience, according to
Johnston, is that lovers need to learn how to view each other in honest ways, and reflect that
reality with each other in a meaningful and honest manner, not with words that created an
illusion of idealized love that was sure to disappoint.
Claudio and Benedick, like courtiers living during the Renaissance, also knew how to
present themselves in a manner that would be favorable to the ruler. Benedick, however,
displays more suspicion of words throughout which may be a result of his own mastery over the
nuances of words. He even outright accuses the prince of misleading Claudio when he demands
additional evidence before he is willing to come to a conclusion about the prince's intentions, "If
their singing answer your saying, by my faith, you say honestly" (MAAN 2.1.177).
When Claudio's character is analyzed through his language choices a rather shallow and
inexperienced character emerges. First, he is guilty of idealizing Hero at the beginning of Much
Ado About Nothing through his choice to express himself in verse, an elevated form of
expression, coupled with exaggerated comparisons. Attempting to enlist the prince's help in
securing Hero, Claudio describes his affection through the mask of courtly language, "O my
lord,/ When you went onward on this ended action,/ I looked upon her with a soldier's eye,/ That
liked, but had a rougher task in hand,/ Than to drive liking to the name of love;/ But now I am
returned, and that war-thoughts/ Have left their places vacant, in their rooms/ Come thronging
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soft and delicate desires,/ All prompting me how fair young Hero is,/ Saying I liked her ere I
went to wars" ( 1.1.222-231 ). Don Pedro immediately sees through Claudio's language and
subtly rebukes him for being overly wordy, and indirect, "Thou wilt be like a lover presently,/
And tire the hearer with a book of words:/ If thou does love fair Hero, cherish it,/ And I will reak
with her, and with her father,/ And thou shalft have her. Wast not to this end,/ That thou
began'st to twist so fine a story?" (MAAN 1.1.232-237).
When Claudio falls in love, he acts as the perfect courtier by using intricate language
which is a change from his former self Attempting to describe what has happened to Claudio,
Benedick laments, "His words are a very fantastical banquet,just so many strange dishes (2.3.1819). Ifwe are to believe Benedick, Claudio's behavior is the model of courtesy which is
signified through false and ideal words.
Claudio exposes his own blindness about Hero when he describes his disappointment of
her during the shaming scene, "You seem to me as Diana in her orb/As chaste as is the bud ere it
be blown: /But you are more intemperate in your blood, /Than Venus, or those pampered
animals,/ That rage in savage sensuality" (4.1.50 - 55). Given that the audience sees the same
Hero as they first did since they know her to be innocent, it is demonstrated that the reality
Claudio describes is only illusionary. Unfortunately, Claudio learns nothing about his own
inability to accurately detect truth, and he reverts back to the same idealization and falseness
after he find that Hero is innocent, "Sweet Hero, now thy image doth appear/ In the rare
semblance that I loved it first" ( 5.1.220-221 ).
Other significant characters question the ability of man to accurately interpret the actions
of other as well. Friar Francis directly refers to the problems of interpretation and trust when he
advises Leonato after Hero's shaming," ... call me a fool, /Trust not my reading, nor my
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age,/My reverence, calling, nor divinity,/If this sweet lady lie not guiltless here,/Under some
biting error" (4.1.157-163).
Beatrice also angrily lashes out at the general falseness in manhood after her cousin has
been disgraced, "But manhood is melted into curtsies, valour into compliment, and men are only
turned into tongue, and trim ones, too: he is now as valiant as Hercules, that only tells a lie and
swears it" (4.1.310-306).
Truth, therefore, is shown to be mutable in Don Pedro's court because words are shown
to be generally untrustworthy, false, and misleading. Worse is artificial courtly language which
is shown to be the falsehood that it is-a language more prized for its beauty than honesty.
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Character Introduction and Analysis
It is early fall in Messina, still warm and now time for the harvest. As the Governor of
Messina, Leonato and his family don't participate in the work of the town, but spend their time
in more leisurely activities. Their power and privilege is marred only by the lack of a title. The
provincial status of this world is interrupted by the triumphant return of a long-term ally and
friend ofLeonato's-Don Pedro, the Prince of Aragon. Wanting to be seen as equal with other
city-states, Leonato is determined to dazzle Don Pedro with all that Messina has to offer, and to
demonstrate that (although they are far from the cultural hub of northern Italy) those living in
the south have the means and good taste to entertain in a grand style. Returning from
successfully quelling a rebellion headed by his own brother, Don Pedro heads to Messina to relax
and celebrate with his favorite courtiers, as well as to allow his men some rest. Don Pedro is
comfortable staying with Leonato; he knows he and his men will be made to feel welcome, and
the pleasant atmosphere of Messina has the potential to combine celebration with elegance;
without a doubt, Messina's decorum will complement Don Pedro's rank and sense of order, as
well as feed his ego.
Don Pedro's entourage is highly structured by birthright and rank; those able to add
courage to this list are rewarded with even more status. A recent favorite of Don Pedro, Claudio
is somewhat insecure with his new, most-favored position. Enjoying what power this brings, he
is determined to maintain this relationship with Don Pedro regardless of the cost to his own
personal freedom or desires. He is, therefore, cautions, deferential and careful to stay within the
strict conventions and boundaries that are acceptable in the highly artificial, mannered world that
surrounds Don Pedro. Some courtiers who have attached themselves to Don Pedro have, in fact,
visited Messina before and they exude a comfort with the environment that Claudio doesn' t feel.
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Benedict, another favorite of Don Pedro's, is seemingly more secure and brash than Claudio, but
it is soon revealed that Benedict has only honed the ability to guard against those who may
threaten his vulnerability. Somewhat loud and lacking the grace and manners that others easily
employ, Benedict pokes fun,jokes, and protects himself through bravado and wit. He acts as if
he is equal to all, but the reactions of others confirm that this is unfounded. Benedict hides his
feelings, knowing full well that any weakness will be looked upon as a fault. Another member
of Don Pedro's entourage is Don John, Don Pedro's embittered brother. Seeing no reason to fear
his rebellious brother, Don Pedro seems bored or disinterested in politics. Instead, his energy is
fully engaged in celebrations regarding his own undisputed power and he readily commands
others to partake and enjoy themselves, as long as they follow the accepted code of conduct.
There is a sense that Don Pedro is benevolent, but that perception is founded without test; his
loyalty to others is based on a highly structured, rule-governed society in which a man's honor is
paramount. Don Pedro's smile and social grace belies a leader who is overly concerned with
image and is determined to be found faultless. The men who descend on Messina use beautiful
words and compliments, but, in actuality, have shallow alliances with each other as well as with
their allies.

Benedict from Padua; courtier of Don Pedro
Literally his name means "blessed". Since Padua was famous for its fencing instructors, having
Benedict come from there immediately associates him with competent swordsmanship. During
the Elizabethan era, young noblemen from all over Europe attended the University of Padua to
be taught by Salvator Fabris (Andersson).
Desire-to protect himself; to honor allegiances; to maintain his reputation; to enjoy life;
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Will- Benedict's strength lies in his ethics and vows; once he has made a commitment it is a
solemn promise that he takes seriously. He is terrified of women because he doesn't trust their
fidelity. He doesn't believe any woman can possess all of the qualities he would demand in a
wife.
Moral-based the Classical honor code which emphasizes masculine bonds and brotherhood. His
honesty with other men is absolute, yet he constantly evaluates outward behaviors, and demands
that his friends maintain absolute honor as well. He cannot be bought.
Decorum- lacking refined manners, his sense of humor offends at times; but he enjoys his
independence--he speaks out of turn, and enjoys overstatement and showmanship. He takes
liberties with his relationship with Don Pedro although his rudeness or inappropriate questioning
has no impact on the prince due to his cleverness, and unquestioning allegiance.
Adjectives-witty, sensual, flirtatious, vulnerable, ethical, quick, independent, resolute
Don Pedro of Arragon (Prince)
If there is any correlation to a historically accurate ruler in southern Italy and Shakespeare's Don
Pedro, the closest match is to the House of Aragon. Originating from Spain, their invasion of
southern Italy began in the late 1200's to oust another foreign power, the French House of
Anjou. The House of Aragon first gained control of Sicily, but the mainland remained
dominated by the French until 1442 when Alfonso of Aragon conquered Naples, finally uniting
the mainland with Sicily. Strangely enough, after fighting to unite Naples and Sicily, Alfonso
divided them again at his death in 1458 leaving Sicily and Sardinia to his brother John, and
Naples to his illegitimate son (Francesca).
Desire-to control his territory and those around him; to maintain his honor
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Will- Don Pedro's strength lives in his belief that he has been placed in his position by God. It is
his burden, pleasure, and responsibility to rule. He sees feelings as foolish and tiresome; he
understands that political survival doesn't allow for weakness.
Moral-based on the divine right of kings, his fate is intrinsically tied to what God desires; it is a
given that his actions, ideas, and spirit are inherently more noble than anyone else.
Decorum-extremely poised and gracious; he firmly believes he has the right and obligation to
take charge
Adjectives-calculating, honorable, charming, political, powerful, absolute, well-mannered.
Claudio, a count of Florence; courtier of Don Pedro
Having Claudio from Florence associates him with ambition and power from the beginning.
Florence, often considered the birthplace of the Italian Renaissance (Wikipedia) was ruled by the
Medici, the richest family in Europe during the Renaissance. Their money and power shaped
Florence into an extremely beautiful city which is still famous for its art and architecture
(Armson). The Latin, "comes" is related to the English word "county" and this illustrates what a
count was--the principal figure of the county. William I of England regarded the Anglo-Saxon
"earl" as a synonym for "count", and while this was not correct, it is a close equivalency
(Odegard). Due to his outstanding military service to Don Pedro, Claudio has been just granted
additional honors.
Desire-to rise further in Don Pedro's court; to accumulate and maintain position and possessions;
to maintain his reputation, name, and dignity
Will-being young and inexperienced, he relies on those in authority for advice and help; he
censors what he would say in order to please others; he doesn't think for himself
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Moral-actions are guided by the conventions in society--what he is told to believe in by those in
authority/ what will help serve him to succeed
Decorum-conventional and polite, is silent or repeats what Don Pedro says, raised to obey, wellmannered; is careful not to offend
Adjectives- immature, nonsexual, inexperienced, nai:ve, conventional, ambitious, cautious,
idealistic, shallow, conformist

Leonato, Governor of Messina
A governor is a military commander. He is Hero's father.
Desire-to maintain an honorable name and reputation; to use reason to solve problems; to
impress and entertain Don Pedro; to control passions; to gain importance
Will-strength lies in his name and reputation, he has many friends and believes he can call on
them for assistance; he relies on philosophy to understand and deal with life experiences
Moral-based on stoic aphorisms and philosophy; as well as the code of male honor
Decorum-polite, pleasant, and well-mannered, he knows what is expected of a man in his
position and flawlessly carries out his duties; is loath to access or expose emotions
Adjectives-self-absorbed, credible, honorable, detached, prideful

Don John-the bastard brother of Don Pedro
He has just been defeated in a rebellion against his brother and pretends to be reconciled with
him.
Desire--To gain the power and position that has been unfairly denied to him; to get even with
those who have curtailed his ambition
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Will-strength lies in his belief that he has been a victimized and deserves a more favorable
position of power; he wants what his brother has although as a half-brother to the prince, he has
special privileges and authority; he doesn't believe he has anything to lose so he can risk it all
Moral-completely amoral and pragmatic, nothing guides him except who and what serves his
own interests
Decorum-silent and detached to the point of rudeness, his sullen behavior is interrupted by
outbursts of hostility to those who have allied; spoiled and an irritant
Adjectives-bitter, ruthless, calculating, hostile, resentful, duplicitous
Borachio

Means "drunk" in Spanish; Don John's main "henchman"
Desire-to gain money so he can indulge himself; to be envied
Will-strength lies in an inflated sense of importance; not a long-term thinker, he holds a
pragmatic allegiance to self, and uses intimate connections to members of the household;
Moral-he appears to be completely amoral and is only concerned with physical interests
Decorum-a braggart, he maintains a minimum of politeness; his lack of refinement is further
tarnished when he drinks
Adjectives-overindulgent, cocky, untrustworthy, scheming
Conrad

Don John's comrade, a gentleman (and Don John's lover)
Desire-to promote Don John's success; to counsel and guide his lover; to maintain his
relationship with Don John; to enjoy the privilege his position provides
Will-strength lies in his word, as well as his belief in his place in the political hierarchy; he has
pledged allegiance and love to Don John and is willing to sacrifice for that loyalty
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Moral-he conducts himself based on a code of honor from the Classical period; believes that his
status as gentleman accords him certain privileges and responsibilities that dictate his actions; he
regards his relationship with Don John as one that binds him until death
Decorum-highly political, he understands how the system works and is guided by pragmatic
considerations that will cover scheming and manipulations; he is serious, polite, and calculating.
Adjectives-political, ambitious, loyal
Dogberry, Constable of Messina

His name signifies a common hedgerow bush; a loyal man to Leonato and Messina, but
oversteps his position and exposes his ignorance
Desire-to lead; to gain respect; to please those above him
Will-strength lies rules and authority; enjoys being in charge
Moral-belief in hierarchy of society and that his place in the order of society is absolute; he is
guided by the man-made laws of Messina
Decorum-crude, loud, and poorly mannered, he unknowingly oversteps his station and overstays
his welcome
Adjectives- ignorant, unsophisticated, loyal, unaware
Verges, Dogberry's assistant

Desire-to aid and assist Dogberry
Will-although more aware than Dogberry, ignores own sensibilities and intelligence in order to
follow, accommodate and assist Dogberry
Moral-totally pragmatic, a follower; knows the laws
Decorum-acknowledges and thrives in low status; follows his master like a dog
Adjectives-obedient, watchful, lazy
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Friar Francis
Desire-to comfort, to council, to teach
Will-strength lies in his belief in the divine order and God; life is what God wills it to be
Moral-religiously based-love, forgiveness and patience stressed; but is willing to manipulate
the evidence for the greater good
Decorum-welcoming, approachable
Adjectives-idealistic, patient, calm, caring
Beatrice "the one who blesses"; Leonato's niece
Desire-to protect herself; to entice Benedict; to marry a worthy man; to preserve her own dignity
and honor; to defend her family's honor; to settle the score between Benedict and her
Will-independent and strongly opinionated, she strives for perfection in herself and others
Moral-based on the honor code stemming from the Classical period, she bristles from the lack of
power given to her as a woman in the society, yet she knows how to use the control and
influence she is given. She is highly critical of others as well as herself.
Decorum-charming, sparkling, and high spirited, she is also relentless and unafraid to speak her
mind
Adjectives- sensual, sharp, barbed, alert, assertive, charming, observant, critical, thoughtful,
engaging, bright.
Hero, Leonato's daughter
Desire-to please her father, to follow the duties prescribed by society
Will-she has no independence; she is obedient, dutiful and pleasant
Moral-based on her belief in the hierarchy of society that places her as a dutiful daughter and
wife; she does not express any particular religious belief
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Decorum-polite, silent, graceful, modest
Adjectives-pleasant, mild, obedient, conformist, non-sexual

Antonia, Leonato's sister
Desire-to aid and assist Leonato; to extract vengeance on those who wrong her family
Will-she is willing to fight and sacrifice to aid her brother and the family honor
Moral- based on the code of honor
Decorum-polite, conventional, and respectful, she assists and works without public
acknowledgment
Adjectives-gossipy, alert, conventional, feisty

Margaret
Gentlewoman in waiting to Hero
Desire-to indulge in pleasure; to ready Hero for marriage; to captivate a man
Will-she is willing to ignore the rules of the household to go after what satisfies her needs,
unthinking about implications or consequences
Moral-based on what will make her happy or fulfilled at the moment; she isn't mean-spirited, but
her actions can be selfish and imprudent
Decorum-minimally polite, flirtatious, sharp, her jealousy of those above her is revealed through
words rather than tone
Adjectives-undisciplined, charming, resentful, nalve

Ursula
Gentlewoman in waiting to Hero
Desire-to be a loyal attendant to Hero
Will-to attend to Hero's desires and needs
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Moral-loyal to the family
Decorum-polite, respectful, and mildly mischievous
Adjectives-dutiful, loyal
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Polar Attitudes
Benedick- At the beginning my ultimate allegiance was with Don Pedro and Claudio; I reveled

in a valued position and was able to freely express my viewpoints and opinions; I valued Don
Pedro's leadership abilities, and knew Claudio to be an honorable man. I knew I was valued, in
turn, although I had charm my listeners with wit and endure laughter when I truly desired more
honest valuation as an honorable man and warrior.
I viewed women with suspicion and had made the decision to remain independent by remaining
a bachelor. I found that male companionship was more stimulating and reliable than the
company of women. Although I found myself attracted to Beatrice for a considerable period of
time, I felt threatened by her. Her acute observations, candid attacks, and incessant wit resulted
in me feeling vulnerable as I had to often defend myself and my actions-stimulating but
worrying. She, also, assumed that we had made a commitment and that was not the case.
After Claudio's denouncement of Hero, I made the decision that Don Pedro was not as prudent
as he had should have been with regard to his own brother, and that his judgment was impaired
in critical areas. I saw Claudio's poorly based decision-making as careless and found him to be
too ambitious. I realized that I was tired of being regarded as a clown, and that I could lead
others on the basis of my judgment, honor, and courage.
I found I could absolutely put my trust in Beatrice's observations and that she would be a
faithful and honorable wife. A married man is, ultimately, more valued in society than
bachelors, and all men should strive for that union.
Beatrice-At the beginning, Benedick's rejection ofmy love was painful and I wanted all to know

that I didn't care for him. Frankly, I hadn't found any man worthy ofme, and I saw that I would
likely be a spinster. I couldn't fathom being subservient to any man. Frankly, I loved Benedick,

Somers-Gulsvig

105

but he always hurt me when we spoke and I found myselflashing out at him to get even. I didn't
know ifwe could ever match up because he thoroughly annoyed me ... I only wished he would
grow up. Besides, ifl married, I knew that I would lose my freedom ... when single I knew I had
the privilege to express my opinions whenever and wherever I desired because my uncle didn't
have the nerve to stop me. I think he delighted in hearing my wit. After hearing Hero and Ursula
speak of me, I decided that I was too prideful and needed to work on my humility; I decided to
love Benedict because I needed to be restrained. A woman's place, after all, is one that is weak
if she is not married; I saw quite clearly how much I needed a man after Hero was shamed
because there was no one to stand up for me. Following Hero's slander, Benedict expressed
value in my opinions and demonstrated his total belief and commitment to me and my family
through disengaging from the company of Don Pedro and challenging Claudio. It was difficult,
but I convinced him that he needed to take revenge for us against Claudio and Don Pedro; he
didn't disappoint me. And that is when I knew that he had matured into a man that is honorable
as well as worthy of my affections. I will marry him and work to learn my place; I now know
that I need him.
Don Pedro-At the beginning, I believed that I had to power to contain my brother's rebellious
aspirations through winning the war, and that I could accurately observe him when kept close at
hand. I thought our relationship as half brothers would endure by granting him continuing
privilege as nobility. I believed I could accurately observe judge and make accurate political
calculations. I believed Benedict was a worthy warrior and enjoyed his wit; but I didn't value his
political viewpoints. After my experience with Don John's treachery which almost dishonored
me, I know that I can never trust him again. It is likely I will have him executed. I, also, have
changed my perception of Benedict and now see him as more capable and serious than before.
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My relationship with Claudio may be forever altered. I know now that he needs additional
experience before he will be ready to take on a leadership position. Although I am sure of his
continuing loyalty, his anger may make him an unlikely candidate for leadership. Hero will be a
good wife to him, although I know he isn't that interested in staying in Messina. It is likely I will
arrange for him and Hero to move to Arragon in order to instruct him further in political matters.
Since Benedick has married Beatrice, it is more likely that he will be able to take control of
Messina, and maintain the balance of power that is needed to govern this important city-state. I
now believe he is capable of making sound judgments; and his loyalty to me, as usual, is
unquestioned.
Leonato-At the beginning, I believed that my reputation as an honorable man and long-term

loyalty to Don Pedro would afford me certain privileges. I also believed that Stoic philosophy
could successful guide a man through his life and help him cope with pain and personal injury. I
believed Claudio would be a worthy son-in-law. After my experience with Hero's public
disgracing, I found that Don Pedro and other allies must be regarded as tentative, and that
political expediency is to be carefully considered. I also have come to believe that Stoic
philosophy is not adequate to deal with real pain; there is no true salve for injury except for
action. I have come to believe that Claudio needs much more world experience and instruction
in order to be a worthy son-in-law. I will make sure he gets this education since he and my
daughter are now married.

Claudio-I was immediately attracted to Hero; she is a prize due to her beauty, as well as her
political and financial assets. By marrying her, I will be to potentially rise even further in the
hierarchy; without a doubt, I plan on not only inheriting Leonato's fortunes and land through my
marriage to his daughter; but I also plan on taking over his leadership position in Messina once
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he has either retired or died. The honors I've recently received from Don Pedro has solidified
my importance to him; I took a great amount of pride in personally taking Don John prisoner and
killing many of his loyal rebels. I was unhappy with Don Pedro's decision to allow Don John to
live, but it is his decision to make and I would never openly question him. After I dishonored
myself and shamed Don Pedro by my rash decision to shame Hero, I have changed a lot. For
one, my relationship with Don Pedro has been tainted and I will have to work extremely hard to
become favored once again. Also, my personal relationship with Benedict has suffered as well.
Even though we are now relatives through our wives, I know that it will take a while for me to
gain his total respect again. My marriage to Hero is ideal; she remains the ideal I have always
sought-a modest young woman with wealth who will serve me well. I am certain she will
provide me with the children I desire.
Hero-I have always tried to please my father. And ifhe wants me to marry Claudio, that is

what I will do. I was totally unprepared for that development; but worse, I was publicly shamed
by Claudio when he believed me to be immodest. I could feel the hatred and contempt he held
for me. After my "death" and Benedicks's help, I know that I can rely on him for anything that
may come up; thank god I have my cousin Beatrice on my side. Our relationship is unshakeable;
and I know she will make sure I am taken care; no matter where and what Claudio decides to do.
I don't know my husband; I have a feeling that he has aspirations for more power than Messina
can provide. I hope I can please him and I will work at being the wife I know he desires.
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Theme
According to King, the major theme that runs throughout Much Ado About Nothing
concerns the perception of reality and whether it can be accurately perceived. The play, in fact,
is a study of man's inability to accurately observe, judge, and act sensibly, ending with the only
conclusion that "man is a giddy thing" (144 ). The title itself points to this theme, Hoole writes.
The word "nothing" in Much Ado About Nothing was, for Shakespeare, a synonym for
potentiality. As nothing, it can be made into either good or evil, depending upon what is created
from the nothingness (167).
Clearly this is related to a popular Elizabethan paradox that, according to Davis, focused
on the discrepancy between appearance and reality ( 14). In simple terms, appearances can be
seen, but what is seen is not necessarily real.
The danger of disorder, a prominent concern in Much Ado About Nothing, is particularly
important since it involves the prince Don Pedro. As Hoole writes, Elizabethans believed that
disturbances at the highest levels were responsible for conflicts and disorder for society in
general; therefore, they would believe that Don Pedro was responsible for problems that occurred
in the society at lower levels (223). In fact, Don Pedro does appear to be culpable.
Erroneously believing that he has returned victorious over his brother, Don Pedro's
return to Messina is celebrated as a victory. During the masque, ironically the very event which
celebrates Don Pedro's victory, Don John begins to spread lies and suspicion to undermine his
brother's honor. Don Pedro's initial loyalty to his brother is somewhat puzzling since Don John
had proven himself to be untrustworthy before the action of the play begins.
Another element that demonstrates Don Pedro's poor judgment is illustrated through his
actions involving match-making. He is shown to be more interested in leading others in tactical
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maneuvers concerning love rather than being actively engaged in governing. Don Pedro has, in
fact, overstepped natural boundaries and his desire to play a "love god" can be interpreted as an
attempt to usurp power beyond his place in the divine hierarchy. He is guilty of concerning
himself with matters that should be beyond his control, while ignoring issues that truly need his
immediate attention. First he vows to take Hero for Claudio, "And in her bosom I'll unclasp my
heart, / And take her hearing prisoner with the force/ And strong encounter of my amorous tale:
/Then after, to her father will I break, /And the conclusion is, she shall be thine" (MMN 1.2.
249- 253).
His other strong commitment to action concerns creating a match between Benedick and
Beatrice and he likens himself to Hercules and Cupid to bring "Signor Benedick and the Lady
Beatrice into a mountain of affection, th' one with th' other: I would fain have it a match, and I
doubt not but to fashion it, if you three will but minister such assistance as I shall give you
direction" (2. 2. 275-279). These lines, charged with commitment and military imagery, sharply
contrast with his lack of political action.
Don Pedro, also, fails to take a leadership role when confronted by Don John's story
about Hero's morals. It is puzzling that he joins forces with Claudio and his brother, merely
echoing Claudio's decision to take action if he finds additional evidence proving Hero's
immorality, "I will join you to disgrace her" (3.2.93-94). Frankly, it was irresponsible of him to
not inform his long-term ally and Hero's father Leonato about this information. His motives for
not informing Leonato may include suspicion, fear, ego, or anger. None of these possibilities are
terribly flattering.
Another leadership flaw of Don Pedro's is that he doesn't apologize or take
responsibility for his actions. He does manage to but join with Claudio's apology to Leonato
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with a brief statement, "By my soul nor I" (MAAN 5.1.243), but allows Claudio to do most of
the talking, as well as take the bulk of the responsibility.
When Don John treachery is publicly exposed, Don Pedro's anger is finally aroused; but
even then his denouncement Don John is understated and provides the audience with only an
obvious description, "He is composed and framed of treachery,/ And fled he is upon this
villainy" (5.1. 218 -219). Don Pedro does not seem capable of taking action against his own
brother.
This is sharply contrasted by Benedick who vows at the end to deal with Don John's
dishonesty, "Think not on him till tomorrow, I'll devise thee brave punishments for him"
(5.4.119 - 120).
The prince, in other words, seems disinterested in political action and distances himself
from any unpleasant task. Harmony cannot be reestablished, in fact, until Don Pedro puts things
back into proper order and begins acting like a prince ought to act. Shakespeare seems to be
advocating for the leadership to begin doing what they ought to do.
Within the hierarchy that Shakespeare illustrates in Messina, it is easy to see that
credibility has more to do with social position than with proven actions. Members of nobility,
even if they are bastards, are shown to be protected. Worse, they are protected in ways that put
the entire system at risk.
Although men speak of loyalty to each other, suspicion abounds in Messina. Claudio
and Benedick readily believe that Don Pedro woos Hero for himself even though Claudio turns
the blame onto the woman. Claudio rationalizes that men cannot help themselves, "for beauty is
a witch,/ Against whose charms faith melteth into blood" (2.1.135 - 136). Benedick, however,
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suspects Don Pedro's lack of integrity and points out this treachery to Claudio, "You must wear
it one way, for the prince hath got your Hero" (MAAN 2.1.146).
Benedick seems to be the only member of Don Pedro's entourage capable of confronting
the prince. Ironically, he takes the initiative to defend Claudio's romantic interest in Hero even
though he initially mocked Claudio's decision to marry, and accuses the prince of wooing Hero
for himself," ... and the rod he might have bestowed on you, who (as I take it) have stolen his
bird's nest" (2.1.172 - 174). It is notable that Benedick's accusation, however, is voiced only to
Don Pedro, and Benedick maintains a loyal front to the "outsider" Leonato.
Benedick's loyalty is notable in other significant occasions as well. Immediately
following the shaming scene in which Claudio and Don Pedro exit the church, Benedick defends
them to Leonato and Friar Frances," ... if their wisdoms be misled in this,/ The practice of it
lives in John the bastard, /Whose spirits toil in frame of villainies" (4.1.180-183). The system
contained within th.is world, therefore, is kept viable through the identification of scapegoats who
take on the blame for the various ills that plague society. Whether the scapegoats are women
like Hero or bastards like Don John, they are sanctioned as guilty so that others who may be
equally guilty remain untouchable, unscathed, and honorable.
Leonato, however, refuses to abide by this system any longer and outright accuses both
Don Pedro and Claudio of being responsible for Hero's death, even after Borachio makes a full
confession and asks to be executed for his part in it. Rejecting Borachio as the primary person
liable, he says, "Here stand a pair of honourable men, / A third is fled that had a hand in it: / I
thank you, princes, for my daughter's death, /Record it with your high and worthy deeds, /'Twas
bravely done, if you bethink you of it" (5.1.233- 237). It is clear that inadequately resolved
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issues will continue to result in vengeance and plague society until those in leadership can make
better decisions.
According to Huston, vengeance appears to be the prime motivator (129). Don John
vows to "bite" if given the opportunity; Beatrice wants to "eat (Claudio's) heart in the
marketplace"; Leonato promises to "tear" his own daughter if she is guilty; and Claudio leaves
Hero for dead. Christian compassion and forgiveness does not exist within the words or deeds of
those residing in Messina. In fact, the compassion that Don Pedro bestowed upon Don John
prior to coming to Messina is proven to be a fatal mistake.
Through the power of his words, Shakespeare seems to be indicting members of the
powerful elite as lacking the necessary leadership skills that are needed to maintain a stable
society. Shakespeare recognizes that words are powerful weapons, if a person knows how to
use them, and brilliantly demonstrates their power in Much Ado About Nothing.
According to Crick, words are shown capable of disseminating slanders, beginning love
affairs, concealing feelings, and extracting revenge. The respect for a word's influence is
demonstrated throughout the social classes in this world, and, in fact, when compared to other
weapons, they are shown to hold the most power (35).
The characters outwardly acknowledge the power of words, but do not seem aware that
they are a potential target as well. Hero, for example, foreshadows her own fate when she
comments to Ursula about what words can do, "And truly I'll devise some honest slanders, /To
stain my cousin with, one doth not know/How much an ill word may empoison liking" (MMN
3.1.84-86).
The play focuses on the precariousness of the relation between a word, or sign, and its
meaning. The only assumption that is shared is that a word signifies·; but what it signifies is

Somers-Gulsvig

113

mutable. There is also the issue as to who is empowered to judge which meaning is "correct".
One example of interpretation is the witty exchange that foreshadows the more serious matters
that is about to occur within the church.
When asked if he comes to be married, Leonato misunderstands Claudio's answer of
"No" and provides a glib correction or translation to the confused Friar and congregation, "To be
married to her: friar, you come to many her" (MAAN 4.1.5).
Language is shown to contain defects that provide for its beautiful ambiguity, charm, and
power. Unfortunately, it is precisely this medium that is inherently rift with unstable and
mutable meanings that all human beings are dependent upon for a shared vision of the world.
One example of this ambiguity occurs when Beatrice and Benedick carefully declare their love
for each other. Both of them use the word "protest" which simultaneously confirms their passion
for the other, while also illustrating an unwillingness to risk feeling the way they feel. Benedick
declares, "I protest I love thee" (4.1. 270), which allows Beatrice to acknowledge, "I was about
to protest I loved you" (4.1.273-4). She finally confesses, "I love you with so much ofmy heart,
that none is left to protest" (4.1.276-277).
It is the power of words, specifically hearsay, that unites the action of Much Ado About
Nothing; and by its double plotting, words are exposed as having the potential for good or evil.
This is illustrated according to Mueschke within the subplot of Beatrice and Benedick in which
hearsay is used for mirth; whereas within the main plot of Hero and Claudio it is used to create
anguish (55). Shakespeare makes it abundantly clear that language shapes reality, and that
carefully crafted language can fashion reality into whatever description is desired. It is clear that
Shakespeare is warning his audiences about the pitfalls associated with belief based on words
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alone by showing that even rational, well-intentioned characters can be manipulated and act
without ample evidence (60).
Much Ado About Nothing, therefore, demonstrates the power of words, warns about their
mutability, and cautions its audience about interpretation. Shown to be an effective tool that can
be used by clowns, villains, madmen, as well as the noble for various ends, Lucking writes that
the power of language trumps all else and Much Ado About Nothing makes it abundantly clear
that there is no escaping the toils of report and interpretation (6).
What is known or believed can only be based on the foundation of words, which are
themselves flawed as mutable and ambiguous. Words, therefore, are the primary agent that
masks intentions and extends control. What may lurk under the mask of words is usually
unknowable; and whether the words spoken are true or false, or comprised of innocuous or
malicious intentions, they are the only means to share experience.

In the world of the play, manners screen appearances as well as motivations; and the
misinterpretations that occur are numerous and powerful. The action of the play, therefore,
focuses on the inaccuracy of information due to both deliberate distortion and chance.
Almost every deed in Much Ado About Nothing is, according to Davis, a deception, for
either bad or good ends (14). Truth, filtered through an artificial social hierarchy, its language,
and a strict code of conduct, is shown to be potentially inaccurate, distorted, and further mutable.
The conflict between appearance and reality which was a fascination in many of
Shakespeare's comedies comes to full expression in Much Ado About Nothing where the action
hinges on a large number of deceptions. Some of the deceptions verge on the tragic such as the
convincing of Don Pedro and Claudio by Don John that Hero is false; but opposed to this is the
more joyful tricking of Beatrice and Benedict who are made to believe that each is loved by the
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other. Ironically, this deception is a deception in and of itself since their love for each other is
true.
Much Ado About Nothing is more complex and perhaps less unified in tone than
Shakespeare's earlier comedies, but the interweaving of the serious elements within the comedic
can be both challenging and complimentary to each other. When the correct balance is struck, it
is clear that this play has a myriad of messages within it.
Basically conservative, Shakespeare warns those who stray from the conventions that
they will find a world that is quick to condemn and censure; a world that is uncomfortable with
those who stray too far a field from expectation. This play, however, seems to be advocating for
an honest examinations of self, others, and society. Further, Shakespeare seems to be reminding
those in power that although it may be attractive to hide the truth under manners and decorum,
the structure of a society may be weakened to the point of collapse if those in power don't have
the courage or conviction to look under the pleasing in search of the ugly.
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Major Metaphors
The metaphors that reside within Much Ado About Nothing provide beautiful images and
layer meaning, which both illustrates and strengths theme. One of the most intriguing metaphors
in Much Ado About Nothing is the garden.
According to Bertelli, gardens during the Renaissance were often intellectual puzzles
which provided amusement as well as beauty (100).
Of course, gardens also have Christian significance since the story of the Garden of Eden
in which mankind was shown to be tempted and corruptible. Gardens, therefore, have been
associated with temptation and knowledge since Eve and Adam discovered shame through
knowledge.
Shakespeare used the garden metaphor to set up the duping scenes within Much Ado
About Nothing which correspond to both explanations of the garden metaphor. As a
Renaissance garden provided intellectual stimulation and amusement, it is amusing to watch the
duping of Beatrice and Benedick.
Likewise, using the Christian association, the garden is a place wherein knowledge
changes relationships. Much like the devil in the Garden of Eden, Don John tempts Claudio to
suspect Hero of immoral behavior. Although completely fictitious, Claudio's ability to believe
this of Hero reflects suspicions and preconceptions that men held about women which are
directly linked to stories such as "Adam and Eve".
The duping of Beatrice and Benedick, however, is ironic since they truly do love each
other. The knowledge they gain forces them to concede that they want to marry, and that they
are willing to make the necessary changes to bring that about.
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As Bertelli points out, another essential element in Renaissance gardens were their mazes
(100). It is certain that the characters are placed within a figurative maze in which truth can't be
discerned from fiction.
This pairing leads to the less obvious metaphor that Williamson points out of the nonconventional marriage between Beatrice and Benedick. Not arranged, their marriage can be
viewed as a metaphor of a man's worth in the Elizabethan world, and signified his full
membership within society (37). It is certainly the case that Benedick has become a man by the
end of the show; one who is capable of taking responsibility in the male realm, yet one who also
trusts and honors his wife.
Another strong metaphor contained within Much Ado About Nothing is the cycle of
death and rebirth. After Hero is shamed and declared to be immoral, she has few options. Hero
must die in order to be reborn as one worthy of being a honorable woman in Messina society.
The moral code that existed for women reduced all judgments of her worth to one
factor-her purity. This was also identified as the one component that made love possible for
men, whether based on a father or husband's perspective. Both of the two most powerful male
figures in Hero's life express hatred for her once they believe her to be sullied. Claudio laments,
"Oh Hero! What a Hero hadst thou been, /If half thy outward graces had been place/About thy
thoughts and counsels of thy heart? /But fare thee well, most four, most fair, farewell/Thou pure
impiety, and impious purity,/For thee I'll lock up the gates of love,/And on my eyelids shall
conjecture hang,/To tum all beauty into thoughts ofharm,/And never shall it more be gracious
(MAAN 4.1.93-101). Leonato, Hero's father, concludes, "Let her die" (4.1.147). The only
solution for Hero, therefore, is death: the death of Claudio's love, and her literal death.
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Friar Frances offers two solutions for Hero. One, the death of her sexuality which would
result from her being kept in chaste isolation in a nunnery: "And if it sort not well, you may
conceal her,/As best befits her wounded reputation/Is some reclusive and religious life, /Out of
all eyes, tongues, minds and injuries (MAAN 4.1.233-236). The friar's second solution involves
faking her death which Frances believes will cause Claudio to feel guilt and love her again.
Hero has no choice but to place herself in the hands of the Friar Frances. According to
Neely, Hero had to offer herself to the men because they were the only members of society who
could absolve her of sin. In other words, it is shown that female submission equaled male
affection (52).
The death/rebirth metaphor also shows up to influence Beatrice and Benedick's
relationship. It is through Hero's faked death that the true love of Beatrice and Benedick is given
life or renewed. Following Hero's shaming, the honor code does not allow Benedick to love
both Claudio and Beatrice, and therefore he is given a choice with profound implications. He
must choose to ally himself with Beatrice or Claudio and whatever choice he makes involves the
death of his relationship with the other.
Beatrice also is shown to be influenced by this metaphor. By appealing to Benedick to
act on her behalf she acknowledges her limited power within the society due to being a woman.
Benedict's decision to take action and change allegiance is also a turning point for Beatrice who
decides she must submit to the male power structure in order to get what she wants.
Since courtship and marriage are potential threats to honor, it is interesting to notice how
the plot mingles the joyous aspects of courtship with the more serious issues associated with the
death of love. According to Mueschke, no matter if the turning of affection is between father to
daughter, or husband to his wife, the focus in the plot is more on death and the rebirth oflove,
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than on the birth and growth of love. Death, then, is the dominant metaphor and this results in a
more reflective than joyous tone throughout the telling of Much Ado About Nothing (53).
Of course, the most obvious and powerful metaphor in Much Ado About Nothing is the
mask. Numerous times within Much Ado About Nothing what is seen and regarded as physical
proof of an inward condition is disputed. Claudio believes that Don Pedro is in a position to
"know love's grief by his complexion" (M&AN 1.1.293 ), yet Benedick has pointed out that even
physiological manifestations are ambiguous and can deceive. When Don Pedro asserts to
Benedick, "I shall see thee, ere I die, look pale with love" (1.1.229), Benedick responds,"With
anger, with sickness, or with hunger, my lord, not with love:/ prove that ever I lose more blood
with love than I will get again with drinking,/ pick out mine eyes with a ballad-maker's pen and
hang me up at the door of a brothel-house for the sign of blind Cupid" (1.1 .. 230-35). As remarks
like this suggest, Benedick is shown to be fascinated by the mobility and mutability of what is
seen, as well as how distorted perception may be.
Masking is also used literally in Much Ado About Nothing. The revelers, for example,
don masks and hide beneath these disguises to amuse themselves during a celebration. These
disguises provide for a certain degree of freedom that wasn't normally enjoyed by members of
royalty during that period of time, and with the elimination of the social hierarchy, members of
the court could act in a way that would have been impossible or inappropriate if they were
identifiable ("Masque").
Lucking believes these masked characters expose what actually occurs since humans are
rarely unmasked. Although a mask is not literally seen, it should be remembered that it is always
present and always capable of obscuring the motives of others ( 11 ). During the masque, all
participants can readily hide their identity and true natures, or act out in a manner that is only
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sanctioned due to their mask-wearing. Mistaken identity, therefore, is highlighted through the
masque scene. Hoole believes this is one of the most significant scenes within Much Ado About
Nothing because of the many significant elements of the plot that are revealed within it (222).
Within the masque, Don John spreads suspicion about Don Pedro's loyalty to Claudio
which wouldn't have been possible if Claudio hadn't been masked. Much as he is in real life,
Claudio hasn't yet developed his true identity and he fashions himself after what conventionality
demands. Don John knows exactly who Claudio is at the party, and uses Claudio's disguise to
work against him when he knowingly address Claudio as Benedict, "Signor, you are very near
my brother in his love, he is enamored on Hero, I pray you dissuade him from her, she is no
equal for his birth: you may do the part of an honest man in it" (MAAN 2.1.121-123 ).
Don Pedro literally masks himself when he asks Beatrice, "Will you have me, lady?"
(2.1. 248), but in this moment of the play, Beatrice doesn't know whether Don Pedro is playing
at wooing, or wooing in earnest.
Beatrice and Benedick love each other, and yet they mask their feelings for each other
and seemingly refuse to acknowledge love as anything that interests them, until they are duped
into expressing their love for each other due to the devious actions of others.
Comments on duplicity are made numerous times as masks are pulled away to reveal
more mask underneath. Through this process, Shakespeare raises sticky questions about
perception and truth. It ever clear when truth is revealed, or do figurative masks always obscure
what is there from us?
The masque also holds another metaphor within it-a dance.
The first dance in Much Ado About Nothing is a masked dance and this, itself, produces
some tension. The literal masks disguise the characters from each other, and who they are
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dancing with; yet the dance itself allows for behaviors that wouldn't otherwise be allowed. For
example, characters share intimacy with each other and touch, even though their relationship
may be extremely formal. In other words, the displays that are seen during a dance do not
necessarily coincide with inward intentions. This provides a perfect context for the plotting of
Don John who masks himself as Benedick's friend and pretends that Claudio is Benedick while
he whispers suspicions about his brother. The concluding dance is far different in meaning.
Dance was a popular metaphor that Shakespeare liked to use in the final moments of his
comedies. According to Van Tassel, typically a dance was associated with a new beginning, a
time in which order had been re-established. The dance at the conclusion of Much Ado About
Nothing certainly fits this conventional metaphor.
Being a metaphor for prescribed mating rituals, a dance has predetermined steps that
have to be learned in order to participate. Likewise, according to Hoole, one has to learn the
"dance" of society in order to be part of the world ( 177). This is significant in terms of
Benedick's character development. Having Benedick call for the dance at the conclusion
demonstrates the changes that he experienced in Much Ado About Nothing. Beginning as a
rejected dancer at the masque when Margaret leaves him with a comment, "Match me with a
better dancer" (MAAN 2.1. 77), Benedick becomes a commandeering member of society when
he takes command of the festivities and relationships, "Come, come, we are friends, let's have a
dance ere we are married, that we may lighten our own hearts, and our wives' heels . . . strike up,
pipers" (5.4. 120). The dance, therefore, is symbolic of Benedick's full entrance into society.
The joyous ending of Much Ado About Nothing is expressed through coupling and a
dance which swirls the characters away. This release, however, can be seen as very temporary.
The ending, being a dance, also works to remind the audience that this joy is temporary. As a
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dance only lasts a prescribed length, the metaphoric dance also has an end. Don John has been
captured and his punishments must come with the next day. The treachery he represents,
however, has not vanished. Nor has the world become any easier to interpret. Tomorrow will
bring new challenges to the characters.
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Previous Reviews of Much Ado About Nothing
The popularity of Much Ado About Nothing has not abated since its conception, although
critics have found fault with it due to its refusal to be easily classified within any particular
genre. Some, in fact, have charged it as lacking unity because it incorporates both comedy and
tragedy, never settling comfortably within one particular classification. It is, of course, termed a
comedy due to its conclusion, which itself utilizes a dance which was a favorite metaphor of
Shakespeare to illustrate the beginnings of a new order (VanTassel).
In terms of unification, the setting provides no obstacle since it is played within one
locale; however, it is difficult to identify which couple to focus on. The relationship between
Claudio and Hero is not developed when compared to their foils Beatrice and Benedict. In fact,
the dynamic exchanges between Beatrice and Benedict that have historically held more interest
for audiences than Hero and Claudio, the more conventional characters.
Given that a protagonist is the one character who experiences the greatest change, it is
easy to see that Benedict fits this classification more than any other character within the play.
This conclusion is somewhat messy, however, since the major plot line isn't clear.
The central crisis actually focuses on the more traditional Hero-Claudio couple which
only indirectly concerns Benedict. Frankly, without this crisis, there wouldn't be more to the
plot other than the delightful witty exchanges between Beatrice and Benedict, and the love trap
sprung by Don Pedro to bring them together. These two scenes in which Beatrice and Benedict
are duped are extremely lively, and can even be viewed as farcical. More importantly, since they
are enacted in front of the audience, their impact is enormous.
Of course, the major crisis does not directly concern this duping, but rather centers on
Don John's malevolent plot to dishonor Don Pedro, Leonato, and Claudio through lies about
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Hero. Surprisingly, this critical moment in which Don John succeeds is only reported, rather
than viewed.
Coupled with this is that the reporting of this event is done at night scene through the
drunken boasts of the secondary character Borachio who is also raving about the ridiculousness
of fashion.
In other words, some vital information is easy to miss since it is only provided to the
audience through auditory channels, even though it is revealed once more during Borachio' s
final confessions to Don Pedro and Leonato. The result is somewhat ironic in that the structure
of the play tends to submerge Don John's plot as insignificant even though it leads to the final
CflSIS.

Finally, the final moments of Much Ado About Nothing is not pure comedy due to the
reintroduction of Don John and the timing of this information imbues the festival atmosphere
with the reminder of serious threats. In other words, the ending can be interpreted as truly
celebratory; or as a hollow diversion. As Davis writes, with its unification based more on its
theme than genre (14). The plot of Much Ado About Nothing is bound together, therefore, more
within its message concerning the power of appearances and the slippery nature of reality, not its
adherence to the principles of either comedy or tragedy.
More malleable than many other playwrights, directors have frequently transposed
Shakespeare's works to fit in other locales and times than what Shakespeare originally plotted. It
is not surprising, therefore, that approaches to Much Ado About Nothing have exhibited multiple
incarnations due to decisions based on what type of comedy it is, which couple or plot line to
emphasize, as well as which setting will work. The particular type of comedy that Much Ado
About Nothing becomes, therefore, is based on the director's interpretation of its complex plot
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line, how the various elements will be balanced or emphasized, and what time period will be
used to imbue it with contextual meaning. It only takes a quick look at recent productions to
note the range of possible interpretations that have been used to tell this story.
Although Shakespeare wrote this comedy in the late 1500's, it does not mean that Much
Ado About Nothing is usually placed in that time frame. A recent production directed by Mark
Rucker is an example of its interpretation being inspired by the 1930's. Produced in 2001, this
Much Ado About Nothing was set in southern Italy prior to the rumblings of World War II and
stylistically took on elements from classic movies from the same period. Admitting that one had
to be carefully when choosing a time period for Shakespeare, Mark Rucker admitted that some
time periods fit more readily than others. Overall, however, his justification for updating Much
Ado About Nothing was found within the play itself-although the setting is Italy, it is imbued
more with English qualities than Italian. Further, Rucker believes that it is ridiculous to worry
about the details of any particular era, but rather to set it within a time frame that works in terms
of the spirit of the piece. His version of Much Ado About Nothing, therefore, focused on a style
reminiscent of Ginger Rogers and Fred Astaire who embodied sophistication, elegance, and wit
(dspace).
Another updated version opened in 2004 which was directed by David Ferry. Produced
by the York Shakespeare Festival, it was also set in the 30's although this particular production
utilized that later portion of that decade coupled with the Spanish Civil War. The result was a
Much Ado About Nothing that had a Casablanca flavor tinged with jazz (York Shakespeare
Festival).
Yet another production of an updated version of Much Ado About Nothing was produced
by the Arden Theatre Company in 2000. Utilizing post World War II Italy to set his Much Ado

Somers-Gulsvig

126

About Nothing, director Aaron Posner found this choice lead to many different interesting
directions that wouldn't have been possible if he had adhered to a more historical interpretation
(Arden).
Finally, a recent rendition by The Northern Broadsides Theatre Company placed Much
Ado About Nothing in a very modern period and updated some of its language resulting in a
production that was lauded as being "a real fluffy treat" (Northern Broadsides. Co). Certainly
there are enough farcical elements to push the show in that direction.
A more traditional approach was launched by Peter Gill in 1981. Basing its interpretation
on Shakespeare's own time period, Gill was wise to include program notes for his audience since
it helped explain the context. Topics of the notes ranged from arranged marriages, honor,
relationships between men and women, and military life. The production company, according to
the critic Mathews, believed that their audience would more thoroughly enjoy what they saw if
they more readily understood the context for the characters' behavior.
The Abergavenny Theatre also utilized a traditional approach for the staging of their
2005 production (Abergavenny Theatre Group).
Perhaps more important than when the production is staged, is the need to carefully
weight both the comic and tragic elements that are housed within this complex piece. Reviews
for at least two companies stressed the wonderful balance that had been achieved through not
ignoring the tragedy (Huyck).
One, in fact, said that the comedy seemed funnier because the tragedy was close by.
Matthew Murray's review of The Pearl Theatre's Much Ado About Nothing congratulated them
for their equal treatment of the serious elements alongside the comedic (TalkingBroadway.com).
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It is not surprising that film treatments of Much Ado About Nothing have resulted in
many different interpretations as well.
One of the most popular interpretations of Much Ado About Nothing, released in 1993,
was directed by Kenneth Branagh. This lighthearted approach to the script was nominated for
several Golden Globe awards, featured many well-known screen actors, and stayed within an
idyllic Italian setting of the 1700's. Focusing on the Benedict and Beatrice storyline, this streamlined version cut out considerable portions of the script which resulted in a final cut of only 111
minutes. The film was lauded for its beauty besides making Shakespeare accessible to the
general populace; it was extremely successful (IMDb ).
Film versions also include a videotaped theatrical production which was originally
directed on stage by Joseph Papp. Starring Sam Waterson and Kathleen Widdoes this 1973
version for TV utilized the legacy of Teddy Roosevelt's Roughriders and utilized many farcical
elements such as Keystone Cop chases and the like (IMDb). Again, highly popular, this
rendition focused on the more comedic aspects of Much Ado About Nothing including the witty
barbs between Beatrice and Benedict.
The popularity of Much Ado About Nothing will likely remain for years to come as its
complex script and relevant message still resonates for audiences today. Regardless of whether
the interpretation balances the comedy or tragedy found within this script, and regardless of
locale, Much Ado About Nothing remains a challenging script which will likely live on many
through many artists' interpretations. It still has plenty to say.
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Major Ideas
The play primarily centers on the fickle nature of mankind which includes themes
concerning perception; specifically, Much Ado About Nothing demonstrates the power of words
to create images, distort and shape reality. This power, of course, can be used to sustain or
destroy alliances whether it concerns political or personal matters. The implications, of course,
indict any leader who cannot detect truth from falseness since decisions made at the upper most
levels impact an entire nation.
Another major theme concerns the inadequacy of man's reason to cope with his passions.
In other words, although philosophy and dispassionate reason are often held up as ideals,
mankind is usually unable to utilize their teachings when most needed.
The final major idea has to do with love; specifically, that idealized love combined with
arranged marriages are not a sound framework for marriage; rather, men and women should
attempt to make choices based on an honest appraisal of the other, respect, and liking.
Maior Idea: Mao is a sziddy thing- ReaJity, spun by words, is mutable.
Reality is framed through symbols which inherently colors perception; and language is
ambiguous; therefore, reality is difficult to discern and can be manipulated.
Antonio
•

As the events stamps them, but they have a good cover: they show well outward. 1.3

Leonato
•

You must not, sir, mistake my niece: there is a kind of merry war betwixt Signor
Benedict and her. 1.1

•

Let me bid you welcome, my lord, being reconciled to the prince your brother: I owe you
all duty. 1.1

Somers-Gulsvig

129

•

No, no, we will hold it as a dream till it appear itself Act 1.3.16

•

Not till Monday, my dear son, which is hence a just seven-night, and a time too brief too,
to have all things answer my mind. 2.1

•

Wherefore? Why doth not every earthly thing cry shame upon her? Could she

here

deny the story that is printed in her blood? 4.1
•

Why ever wast thou lovely in my eyes? 4.1

•

Friar, it cannot be, Thou seest that all the grace that she hath left, is that she will

not add

to her damnation a sing of perjury, she not denies it: why seek'st thou then to cover with
excuse, that which appears in proper nakedness? 4 .1
•

Marry thou does wrong me, thou dissembler, thou: Nay, never lay thy hand upon thy
sword, I fear thee not. Tush, tush, man, never fleer and jest at me, I speak not like a
dotard, nor a fool 5.1

•

Which is the villain? Let me see his eyes, that when I note another man like him, I may
avoid him. 5.1

•

Come, cousin, I am sure you love the gentleman. 5.4

Don Pedro

•

Thou wilt be like a lover presently, and tire the hearer with a book of words: if thou does
love fair Hero, cherish it, and I will break with her, and with her father and thou shalt
have her. Wast not to this end, that thou began'st to twist so fine a story? 1.1

•

Wilt thou make a trust a transgression? The transgression is in the stealer. 2.1.

•

I will in the interim undertake one of Hercules' labours, which is, to bring Signor
Benedict and the Lady Beatrice into a mountain of affection, th' one with th' other: I
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would fain have it a match, and I doubt not but to fashion it, if you three will but minister
such assistance as I shall give you direction. 2.2.
•

Let there be the same net spread for her, and that must your daughter and her
gentlewomen carry 2.3.

•

... he hath a heart as sound as a bell, and his tongue is the clapper, for what his
heart thinks, his tongue speaks. 3.2

•

Nay, a rubs himself with civet, can you smell him out by that? ... The greatest note of it
is his melancholy ... Yea, or to paint himself? For the which I hear what they say of
him ... Indeed that tells a heavy tale for him: conclude, conclude, he is in love. 3.2

•

As I am an honest man, he looks pale, art thou sick, or angry? 5.1

•

By this light, he changes more and more, I think he be angry indeed. 5.1

•

I'll tell thee how Beatrice praised thy wit the other day: I said thou hadst a fine wit, true
said she, a fine little one: no said I, a great wit: right says she, a great gross one: nay say
I, a good wit: just said she, it hurts nobody 5.1

Benedick

•

Do you question me as an honest man should do, for my simple true judgment? Or
would you have me speak after my custom, as being a professed tyrant to their sex? 1.1

•

But speak you this with a sad brow? Or do you play the flouting Jack, to tell us Cupid
is a good harefinder, and Vulcan a rare carpenter? Come, in what key shall a man take
you, to go in the song? 1.1

•

I can see yet without spectacles, and I see no such matter 1.1

•

You hear, Count Claudio, I can be secret as a dumb man-I would have you think so.
But on my allegiance (mark you this, on my allegiance) he is in love 1.1
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Ho now you strike like the blind man, 'twas the boy that stole your meat, and you'll beat
the post. 2.1

•

But that my Lady Beatrice should know me, and not know me: the prince's fool! Hah, it
may be I go under that title because I am merry: yea but so I am apt to do myself wrong:
I am not so reputed, it is the base, (thought bitter) disposition of Beatrice, that puts the
world into her person, and so gives me out 2.1

•

Troth, my lord, I have played the part of Lady Fame, I found him here as melancholy as
a lodge in a warren; I told him, and I think I told him true, that your grace has got the
good will of this young lady 2.1

•

If their singing answer your saying, by my faith, you say honestly. 2.1

•

... he was wont to speak plain and to the purpose (like an honest man and a soldier) and
now is he turned orthography, his words are a very fantastical banquet,just so many
strange dishes: may I be so converted and see with these eyes? 2.3

•

I should think this is a full, but that the white-bearded fellow speaks it: Knavery cannot
sure hide himself in such reverence 2.3

•

This can be no trick, the conference was sadly borne, they have the truth of this from
Hero, they seem to pity the lady: it seems her affections have their full bent: love me?
ifl perceive the love come from her: they say too, that she will rather die than give any
sign of affection: I did never think to many, I must not seem proud, happy are they that
hear their detractions, and can put them to mending: they say the lady is fair, 'tis a truth, I
can bear them witness: and virtuous, 'tis so, I cannot reprove it: and wise, but for loving
me: .. when I said I would die a bachelor, I did not think I should live till I were
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married-here comes Beatrice: by this day, she's a fair lady, I do spy some marks oflove
in her
•

2.3

Ha, against my will I am sent to bid you come in to dinner: there's a double meaning in
that: I took no more pains for those thanks than you take pains to thank me: that's as
much as to say, any pains that I take for you is as easy as thanks 2.3

•

Two of them have the very bent of honour, and if their wisdoms be misled in this, the
practice of it lives in John the bastard, whose spirits toil in frame of villainies 4.1

•

I will swear by it that you love me, and I will make him eat it that says I love not you 4.1

•

Tarry, good Beatrice, by this hand I love thee ... Enough, I am engaged. I will
Kiss your hand, and so I leave you: by this hand, Claudio shall render me a dear
Account: as you hear of me, so think of me: go comfort your cousin, I must say
She is dead, and so farewell. 4 .1

•

I mean in singing, but in loving-Leander the good swimmer, Troilus, the first employer
of panders, and a whole book full of these quondam carpet-mongers, whose names yet
run smoothly in the even road of a blank verse, why they were never so truly turned over
and over as my poor self in love: marry, I cannot show it in rhyme, I have tried ... 5.2

•

A miracle, here's our own hands against out hearts; come, I will have thee, but by this
light I take thee for pity 5 .4

•

... in brief, since I do purpose to marry, I will think noting to any purpose that the world
can say against it, and therefore never flout at me, for what I have said against it: for man
is a giddy thing, and this is my conclusion. 5.4

Claudio
•

If this were so, so were it uttered 1. 1
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•

You speak this to fetch me in, my lord 1.1

•

How sweetly you do minister to love, that know love's grief by his complexion. But lest
my liking might too sudden seem, I would have salved it with a longer treatise 1.1

•

Therefore all hearts in love use their own tongues. Let every eye negotiate for
itself, and trust no agent: for beauty is a witch, against whose charms faith melteth
into blood. This is an accident of hourly proof, which I mistrusted not 2.1

•

lfhe be not in love with some woman, there is no believing old signs 3.3

•

What men daily do, not knowing what they do! 4.1

•

Sweet prince, you learn me noble thankfulness: there, Leonato, take her back again, give
not this rotten orange to your friend, she's but the sign and semblance of her honour:
behind how like a maid she blushes here! Oh what authority and show of truth can
cunning sin cover itself withal. Comes not that blood, as modest evidence, to witness
simple virtue? Would you not swear all you that see her, that she were a maid, by these
exterior shows? But she is none: she knows the hear of a luxurious bed: her blush is
guiltiness, not modesty 4.1

•

Out on thee seeming, I will write against it! You seem to me as Dian in her orb, as chaste
as is the bud ere it be blown: but you are more intemperate in your blood, than Venus, or
those pampered animals, that rage in savage sensuality 4.1

•

Oh Hero! What a hero hadst thou bee, if half thy outward graces had been place about
thy thoughts and counsels of thy heart? But fare thee well, most foul, most fair, farewell.
Thou pure impiety, and impious purity... and on my eyelids shall conjecture hang, to
turn all beauty into thoughts of harm, and never shall it more be gracious 4.1

•

Sweet Hero, now thy image doth appear in the rare semblance that I loved it first 5.1
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And I'll be sworn upon't, that he loves her, for here's a paper written in his hand, a
halting sonnet of his own pure brain, fashioned to Beatrice 5. 4

Friar Francis

•

... I have marked a thousand blushing apparitions, to start into her face, a thousand
innocent shames, in angel whiteness beat away those blushes, and in her eyes there hath
appeared a fire to burn the errors that these princes hold against her maiden truth: call me
a fool, trust not my reading, nor my observations, which with experimental seal doeth
warrant the tenure of my book: trust not my age, my reverence, calling, nor divinity, if
this sweet lady lie not guiltless here, under some biting error 4.1

Don John

•

You may think I love you not, let that appear hereafter, and aim better at me by that I
now will manifest, for my brother ( I think he holds you well, and in dearness of heart)
hath holp to effect your ensuing marriage: surely suits ill-spent, and labour ill-bestowed
3.2

•

The word is too good to paint out her wickedness, I could say she were worse, think you
of a worse title, and I will fit her to it: wonder not till further warrant, go but with me
tonight, you shall see 3.2

•

I will disparage her no farther, till you are my witnesses: bear it coldly but till midnight,
and let the issue show itself 3.2

Borachio

•

The poison of that lies in you to temper; go to the prince your brother, spare not to tell
him, that he hath wronged his honour in marrying the renowned Claudio 2.2

•

They will scarcely believe this without trial: offer them instances 2.2
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•

.. I have deceived even your very eyes: what your wisdoms could not discover, these
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shallow fools have brought to light, who in the night overheard me confessing to this
man... the lady is dead upon mine and my master's false accusation 5.1
Conrade
•

Yes, but you must not make the full show of this till you may do it without controlment.
You have oflate stood out against your brother, and he hath ta'en you newly into his
grace, where it is impossible you should take true root, but by the fair weather that you
make yourself: it is needful that you frame the season for your own harvest 1.3

Beatrice
•

And a good soldier to a lady, but what is he to a lord? 1.1

•

It is so indeed, he is no less than a stuffed man, but for the stuffing-well, we are all
mortal 1.1

•

Very easily possible: he wears his faith but as the fashion of his hat, it ever changes with
the next block 1.1

•

Courtesy itself must convert to disdain, if you come into her presence 1.1

•

You always end with a jade's trick: I know you of old 1.1

•

Why he is the prince's jester, a very dull fool only his gift is, in devising impossible
slanders 2.1

•

... marry once before he won it of me, with false dice, therefore your grace may
Well say I have lost it 2.1

•

What fire is in mine ears? Can this be true? 3.1

•

Do not swear and eat it

4.1
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You dare easier be friends with me, than fight with mine enemy.. . Is a not approved in

•

the height a villain, that hath slandered, scorned, dishonoured my kinswoman? Oh that I
were a man! What, bear her in hand, until they come to take hands, and then with public
accusation, uncovered slander, unmitigated rancor 4.1
•

But manhood is melted into curtsies, valour into compliment, and men are only turned
into tongue, and trim ones too: he is now as valiant as Hercules, that only tells a lie, and
swears it 4.1

•

I would not deny you, but by this good day, I yield upon great persuasion, and partly to

save your life, for I was told, you were in consumption 5 .4

Hero
•

And truly I'll devise some honest slanders/ To stain my cousin with, one doth not know
/How much an ill word may empoison liking 3 .1

Major Idea: Man is a passionate being and his reason cannot master his feelings.
Claudio
•

I would scarce trust myself, thought I had sworn the contrary, if Hero would be my
wife 1.1.

•

If my passion change not shortly, God forbid it should be otherwise 1.1

•

Never tell him, my lord, let her wear it out with good counsel 2.3

•

But you are more intemperate in your blood, /Than Venus, or those pampered animals,
/That rage in savage sensuality 4. 1

Benedick
•

The savage bull may, but if ever the sensible Benedick bear it, pluck off the bull's horns,
and set them in my forehead 1. 1
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Ho now you strike like the blind man, 'twas the boy that stole your meat, and you'll beat
the post 2.1

•

I have found him here as melancholy as a lodge in a warren 2.1

•

I do much wonder, that one man seeing how much another man is a fool, when he
dedicates his behaviors to love, will after he hath laughed at such shallow follies in
others, become the argument of his own scorn, by falling in love ... may I be so
converted and see with these eyes? 2.3

•

Well, everyone cannot master a grief, but he that has it 3.2

•

Suffer love! A good epithet: I do suffer love indeed, for I love thee against my will 5.2

•

A miracle, here's our own hands against our hearts 5.4

Beatrice
•

In spite of your heart I think: alas poor heart, if you spite it for my sake, I will spite it for
yours, for I will never love that which my friend hates 5.2

•

The count is neither sad, nor sick, nor merry, not well: but civil, count, civil as an orange,
and something of that jealous complexion 2.1

•

But manhood is melted into curtsies, valour into compliment, and men are only turned
into tongue, and trim ones too: ... use it for my love some other way than swearing by it
4.1

Conrade
•

You should hear reason 1.3

Don John
•

I had rather be a canker in a hedge, than a rise in his grace, and it better fits my blood to
be disdained of all, than to fashion a carriage to rob love from any .. . If I had my mouth,
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I would bite: ifl had my liberty, I would do my liking. In the mean time, let me be that I
am, and seek not to alter me 1.3
Leonato
•

I pray thee cases thy counsel, /Which falls into mine ears as profitless,/ As water in a
sieve: give not me counsel, /Nor let no comforter delight mine ear,/ But such a one whose
wrongs do suit with mine./ Bring me a father that so loved his child,/ Whose joy of her is
overwhelmed like mine,/ And bid him speak of patience . . . / And I of him will father
patience: /But thre is no such man, for brother, men /Can counsel and speak comfort to
that grief, /Which they themselves not feel, but tasting it, /Their counsel turns to passion./
.No, no, 'tis all men's office, to speak patience/ To those that wring under the load of
sorrow,/ But no man's virtue nor sufficiency To be so moral, when he shall endure /The
like himself 5.1

The final major idea has to do with love; specifically, that idealized love is a poor second to
true liking and respect; and that arranged marriages are problematic.
Beatrice
•

He that hath a beard is more than a youth: and he that hath no beard is less than a man:
and he that is more than a youth, is not for me, and he that is less than a man, I am not for
him 2.1

•

Yes, it is my cousin's duty to make curtsy, and say, father, as it please you: but yet for all
that, cousin, let him be a handsome fellow, or else make another curtsy, and say, father,
as it please me 2.1

•

For hear me, Hero, wooing, wedding, and repenting, I as a Scotch jig, a measure and a
cinquepace: the first suit is hot and hasty like a Scotch jig, the wedding mannerly modest
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full of state and ancientry, and then comes Repentance, and with his bad legs fall into the
cinquepace faster and faster, till he sink into his gave 2.1
•

No, my lord, unless I might have another for working-days, your grace is too costly to
wear every day 2.1

•

And Benedick, love on, I will requite thee/ Taming my wild heart to thy loving hand: /If
thou dost love, my kindness shall incite thee /To bind our loves up in a holy band, /For
others say thou dost deserve, and I/ Believe it better than reportingly 3.1

•

You stayed me in a happy hour, I was about to protest I loved you... I love you with so
much of my heart, that none is left to protest 4 .1

•

In spite of your heart I think: alas poor heart, if you spite it for my sake, I will spite it for
yours, for I will never love that which my friend hates 5.2

Claudio
•

But now I am returned, and that war-thoughts / Have left their places vacant, in their
rooms/ Come thronging soft and delicate desires, /All prompting me how fair young Hero
is,/Saying I liked her ere I went to wars 1.1

•

Oh Hero! What a hero hadst thou been, /If half thy outward graces had been
placed/About thy thoughts and counsels of thy heart? But fare thee well, most foul, most
fair, farewell/ Thou pure impiety, and impious purity,/For thee I'll lock up all the gates of
love,/ And on my eyelids shall conjecture hang,/ To turn all beauty into thoughts of
harm,/ And never shall it more be gracious 4.1

•

Sweet Hero, now thy image doth appear/In the rare semblance that I loved it first 5.1
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Benedick
•

... they seem to pity the lady: love me? Why, it must be requited .... When I said I
would die a bachelor, I did not think I should live till I were married 2.3

•

I will swear by it that you love me, and I will make him eat it that says I love not you 4.1

•

Suffer love! A good epithet: I do suffer love indeed, for I love thee against my will 5.2

•

You and I are too wise to woo peaceably 5.2

•

Prince, thou art sad, get thee a wife, get thee a wife, there is no staff more reverend than
one tipped with horn 5 .4
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Research on Shakespeare
The famous playwright William Shakespeare is a mystery. First, there isn't much
evidence that can be verified about his life. Scholars who believe in the "traditional"
Shakespeare trust in a literary genius that came from fairly common roots in Stratford, England.
They are appropriately termed "the Stratfords".
The "anti-Stratfordians" are scholars who believe that English aristocrats had to have
written the plays due to the information contained within them. The intimate knowledge of court
life and politics, plus the extensive use of Latin and Greek, knowledge of foreign locales, and the
characterizations that seemingly are based on people of Elizabeth's court, they argue, would
have been impossible for a man with little formal education or personal experience to know or
create. Further, even though writing plays would have been beneath the dignity of the
aristocracy during this period of time, they point to the accepted practice of using pseudonyms
and believe that the name "Shakespeare" was utilized as a cover, and therefore bears no
relationship to the man from Stratford.
The scholar Brian Jarvis has collated a list of candidates who possessed the proper
qualifications, status, and abilities according to the anti-Stratfordians. This list includes Francis
Bacon, Derby, Rutland, and the Countess of Pembroke (Jarvis). Further, Jarvis believes that
Shakespeare's canon is the result of a collaboration of several individuals who utilized the same
name.
According to the researchers of the PBS Frontline series, the most promising candidate
who was using the name of Shakespeare as a cover was Edward de Vere, the 17th Early of
Oxford (The Shakespeare Mystery). This claim is seconded by other Shakespearian scholars
such as Anne Linklater.
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One of the most interesting theories posits that Shakespeare was Italian. Specifically, the
scholar Amanda Mabillard links Shakespeare with Michelangelo Florio Crollalanza, a young
Italian between the ages of ten and twelve who fled to England from Messina, Italy with his
affluent family during the Inquisition.
Despite the tantalizing evidence and scholars who line up behind their favorite candidate,
it is likely that Shakespeare's identity will never be totally proved one way or another.
My focus will be on the traditional Shakespeare who is believed to have hailed from
Stratford during the Tudor dynasty in England. This Shakespeare stems from family origins that
are fairly ordinary.
Bevington reports that Shakespeare's family name can be traced to Normandy and seems
to have military associations since it means "one who shakes the spear" (Iv). Originally a
yeoman in the agricultural area of Stratford, Shakespeare's father married a woman from a
higher class and became fairly prominent and successful by making gloves. Unfortunately, as
reported by the scholar Michael Wood, they were also part of the population in England who had
to carefully negotiate between their own religious tradition of Catholicism, and the Protestant
government who were suspicious and antagonistic towards them.
Specifically Shakespeare's family had a lot to fear due to his mother's kinship to the
Ardens, an influential Catholic family. The Ardens were specifically scrutinized by Queen
Elizabeth's government because they believed that Catholic Spain was attempting to rally the
powerful Catholic families in England against her. Edward, the Arden family patriarch was
found guilty for supposedly plotting against the government and executed. Restrictions and
severe penalties were imposed in Stratford, therefore, to curtail rebellious activities including the
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removal of all Catholic artifacts after 1570 (Wood). Shakespeare began his life in the midst of
this turmoil.
Shakespeare began his life in 1564. As law dictated, he was baptized within five days of
his birth, but beyond church records of his baptismal date on April 23rd; no other records exist;
therefore, although his birthday is celebrated at that time, it is not his actual birth date (Boyce
587). The baptism itself, according to Wood, was performed by a known Catholic sympathizer
in the Stratford parish church. Beyond that, little is known about Shakespeare's childhood
beyond educated conjecture.
There are no records about Shakespeare's education, but the scholar Michael Wood
points out that he probably attended the grammar school in Stratford which experienced
problems due to the various rebellions which broke out that supported the Catholic Mary Queen
of Scots. In 1569, when Shakespeare was five years old, this school was sacked and its curate
forced to leave.
Education was expensive for parents since they had to provide all materials their children
needed even though there were no books. As Wood points out, it is not surprising that
Shakespeare's education included the study of drama; however, these productions were primarily
tools for governmental propaganda and espoused Protestant agendas.
Memorization was the primary method of instruction; therefore, students had to work
diligently in order to gain an education. lfhe was typical, Shakespeare would have gotten up at
5 a.m. in order to attend school by 6 a.m. in the summer and 7 a.m. in the winter (Wood).
As the scholar Charles Boyce points out, whatever schooling Shakespeare had was
probably interrupted when he was fifteen years old due to major financial problems
Shakespeare's father experienced. No longer being able to afford to attend school, Boyce
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contends that it is most likely that Shakespeare would have begun an apprenticeship program.
The only reliable information that remains about this period of Shakespeare's life,
however, involves his marriage to Anne Hathaway and the speedy arrival their first child who
was born in 1583, only six months after the marriage (587).
Bevington terms Shakespeare's life around this period of time "the dark years" since
nothing beyond birth records of his three children exists as to Shakespeare's whereabouts or
occupation. Speculation has placed him as a soldier, a school master, and an apprentice to a
butcher (Iv). Boyce has suggested that he came into contact with a theatre company since his
name next shows up in 1592 in London as an established actor and playwright (588).
Shakespeare's name is found, Bevington points out, within a diatribe written by the ill
and impoverished Robert Greene, a dramatist, who attempted to warn prospective playwrights
about their choice of occupation. Greene described the pain he experienced as his successes
became dated, and the abandonment that accompanied his lack of recent successes~ further he
condemned upstarts such as Shakespeare.
It appears that not everyone agreed with this assessment since Shakespeare's reputation
was defended by a Henry Chettle who countered Greene's criticism with praise about the
prospects of this new playwright (Bevington Iv). Without a doubt, Shakespeare had begun his
career in theatre.
According to Boyce, Shakespeare's career as a playwright and an actor in began with
Pembroke's Men which was one of many theatre companies in London in the late 1500's (588).
As a beginning playwright, Bevington believes that Shakespeare was influenced by the leading
playwrights in London which included no less than Christopher Marlowe and Thomas Kyd (Ivii).
As Wood point out, dangers were associated with writing since the government was
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highly suspicious of its own population and was watchful for any suggestions of rebellion. This
social climate led to overzealous measures and freedom of expression was not respected;
specifically Marlowe was murdered under suspicious circumstances and Kyd was tortured by
agents of the government. Given that Queen Elizabeth's secret police would carefully scrutinize
playwrights for material that spoke against the crown, it is likely that Shakespeare was horrified
by the fate of these two men
It is, therefore, somewhat surprising that one can find references to state interference in
his own writing. Original manuscripts of Shakespeare have, in fact, been found which contain
markings in the margins warning him to omit certain passages, or references (Wood). But no
matter the censorship, Shakespeare was prolific and enjoyed success.
Plays stemming from this period include Shakespeare's three Henry IV plays, The
Comedy of Errors, Titus Andronicus, Richard III, and the Taming of the Shrew (Boyce 588). At
this point in his career, Bevington writes, Shakespeare incorporated a plethora of classical
references and quotations, as well as violence (Ivii). His early attempts at comedy tend to focus
on the irrationality of love and are generally accepted as more successful than the tragedies that
were written during this period (!viii).
As an actor, Boyce, suggests, Shakespeare probably performed in his own plays, as well
as others that were produced by the Pembroke's Men since that was a common practice found in
Elizabethan theatre. When his association with this acting company ended it is likely that he
next became part of the Strange's Men (eventually renamed The Chamberlains' Men) since his
name appears as a principal actor within that troupe. As an actor it appears he was associated
with playing older, dignified men until 1603 (588).
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But Shakespeare isn't revered today for his acting, and his fame and fortunes stem from
his other artistic outlet--writing.
Fortunately for us, Boyce writes, Shakespeare's writing talents, were given additional
time to develop through an unlikely windfall-the plague. Closing the theatres between the
years of 1592- 1594, it forced Shakespeare to find work outside playwriting and acting. Taking
this as an opportunity to write in areas that offered more potential for money and personal
prestige, Shakespeare focused on writing book length poems. Dedicating his work to the Earl of
Southhampton, it is evident that Shakespeare found a patron who appreciated his artistry in both
Venus and Adonis and The Rape ofLucrece (588). When the theatres reopened in 1594,
Shakespeare returned to playwriting for the Chamberlains' Men.
According to Bevington, Shakespeare became the leading London playwright between
the years of 1594- 1603. Writing classics in both tragedy and comedy such as Romeo and Juliet
and Much Ado About Nothing, his reputation was firmly supported by admiring playwrights and
by audiences comprised of both the aristocracy and commonality; therefore, it is not surprising
that Shakespeare achieved recognition in his lifetime that compared him to Ovid for his verse,
Plautus for his comedies, and Seneca for his tragedies (Ix).
Boyce cites further evidence of his popularity by the Chamberlains' Men ability to move
into their own theatre in 1599 which allowed them the opportunity to reap more financial
rewards for their productions (587).
Shakespeare not only provided Elizabethan audiences with what they wanted to see, he
also matured as a writer. Bevington writes that the romantic comedies that Shakespeare wrote
and presented at this time combined conventions that his audience expected such as fairies,
disguised heroes, and silliness; but an evolution in Shakespeare's writing can be detected.
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Following the reopening of the theatres, his comedies began to explore deep, social issues
although the resolutions remain flavored by a conservative idealism (lxv). In other words,
Shakespeare didn't espouse social upheaval, but his plots began to focus on making the status
quo ideal.
Shakespeare's evolution, of course, also reflects pragmatic shrewdness in that he
capitalized on the talent that was available. Like many Elizabethan dramatists, Bevington notes
that Shakespeare wrote material which was designed for members in his company, therefore, the
adaptability of Shakespeare was demonstrated in his ability to change characterizations as
members of his company changed. For example, the actor William Kempe of the
Chamberlains' Men specialized in clowns and rustics which prompted Shakespeare to create
types such as Bottom and Dogberry. When Kempe was replaced by Robert Armin, Shakespeare
fashioned roles to capitalize on Armin's strength and created more sophisticated, "wise fool"
types (Ixv).
But no matter his playwriting success or adaptability, Shakespeare continued to focus on
the more conventional form of expression-- poetry. Astoundingly, although Shakespeare was
thoroughly engaged in writing for the theatre, he also found time to hone his poetry. His sonnets
were all written in the 1590's which alone, as Boyce points out, would be a major
accomplishment in itself Shakespeare also wrote an allegory entitled The Phoenix and Turtle
which was contained within an anthology of poems that celebrated an aristocratic marriage
(589).
With the death of Queen Elizabeth, Shakespeare and the Chamberlains' Men were on the
cusp of even more honor. King James acquired the throne in 1603 and, as Boyce points out the
Chamberlains' Men were officially made part of the royal household (589). By being part of the
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king's household, Bevington notes, they were renamed the King's Players and granted the
privilege of being about to work anywhere in the kingdom, indicating the company's privilege
and status (Ixvii). The favor they enjoyed with the monarch also doubled the number of
performances that they performed specifically for him and this provided Shakespeare and his
plays the ultimate status.
Concurrently, Boyce states that Shakespeare wrote many of his dramatic masterpieces
including Macbeth, Othello, and King Lear (589). His comedies, however, come less frequently
after 1601, and as Bevington points out, even then they are markedly grim and less optimistic
(Ixx).
The King's Men popularity and growth also prompted changes in Shakespeare's canon.
Professionally, the Kings' Men continued to flourish and they acquired the indoor Blackfrairs'
Theatre in 1608 which Bevington notes, led Shakespeare to adapt his writing style.
Understanding the differences between audiences, Shakespeare knew those who frequented the
Blackfriar would prefer a different type of play than those who frequented the Globe. Highly
adaptable, Shakespeare began to write romances that are likened to tragicomedies (Ixxi). Much
more melodramatic than any of Shakespeare's previous work, they included heightened
suffering, emotional reunions, resignation, and miraculous rescues from all of their problems
(Ixxii).

It is not surprising that with Shakespeare's success, evidence concerning his personal life
at this time of his life is more numerous. By acquiring wealth as well as prestige, Bevington
notes that Shakespeare used his fortunes to help out his financially beleaguered father, as well as
buy him a coat of arms which was tangible evidence of the family's higher status. Boyce writes
that during this time, Shakespeare also acquired land, and heavily invested in various businesses
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and opportunities in his hometown (589). Like other yeoman during this time who had
successfully compiled a fortune, Shakespeare moved upward into a higher class-that of a
gentleman (Boyce 587). Retirement and the country life were next.
The end of Shakespeare's career came in Stratford where he lived from 1610 or 1612 until
his death in April 1616. As Boyce points out, although Shakespeare continued to write after he
moved back to Stratford, he focused on collaborations with John Fletcher and didn't write
anything independently (590). Whether he ventured back to London during this time is
unknown, but as a member of Stratford' s elite, he entertained prominent visitors and enjoyed his
fortune until he died at the age of 52 years.
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Learning Goals
Students will:
•

Continue to work on skills needed for performance--concentration, memorization,
projection, articulation, physical control, and be able to adequately demonstrate mastery
of them within a performance

•

Develop a greater appreciation and understanding of Shakespeare through text study,
lectures and presentations, and individual research

•

Continue to practice and develop the skills necessary to correctly handle Shakespeare's
text-understanding the language; breathe control; sustaining to the ends of lines;
appropriate phrasing; appropriate emphasis/rhythm; and strong imagery work (whether in
iambic pentameter or prose). Two texts will be utilized as resources-Wes Van Tassel's
Clues to Acting Shakespeare and Kristin Linklater's Freeing Shakespeare's Voice.

•

Develop and demonstrate characters with motivated actions who fit in a traditional
Shakespearean world

•

Learn and enact the mannerisms and behaviors associated with England and Italy, 1600

•

Understand the social and political context of England and Italy, 1600, in order to make
informed acting choices

•

Learn and perform specific dances from the Renaissance period

•

Work as a united cast demonstrating mutual respect for each other no matter what role an
actor has, and no matter what job a tech has to do

•

Increase actor confidence and sense of accomplishment through positive rehearsal
feedback, respect, and the collaborative process
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Much Ado About Nothing quiz

1. Circle the major characters who reside in Messina:
Leonato
Antonia
Hero
Beatrice
Don Pedro
Dogberry
Verges
Benedict
Balthasar
Conrade
Margaret
Ursula

Don John
Claudio
Borachio

2. What is the relationship between Don John and Don Pedro?

3. What motivates Don John?

4. Using a table format, list major differences and similarities between Don John and
Don Pedro.

5. Why is Claudio attracted to Hero?

6. Who are the foils (opposites) of Hero and Claudio?

7. List three major differences between the two couples.

8. Are Dogberry, Verges, and the Watch heroes? Why or why not?

9. Knowing that the protagonist is the character who undergoes the most change,
and whose driving need to achieve his/her objective drives the plot fonvard-- Who
is the protagonist? Briefly defend your choice.

10. Explain why Claudio and Don Pedro believe they are justified in shaming Hero.

11. How does cuckoldry impact Benedict's life style?

12. Choose two characters and describe if and how the concept of HONOR impact
his/her actions. (CAST-YOU MUST USE YOUR OWN CHARA.CTER AS
ONE OF THE EXAMPLES).

I
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William Shakespeare's
classic comedy "Much Ado
About Nothing" is a tale of love,
Intrigue, and mistaken identity. In
the town of Messina, Italy, Don
Pedro's soldiers have come to
stay with Leonato, the local governor. Romance blossoms as
Claudio, a young count, falls
instantly in love with Hero, Leonato's only daughter. Two members of the party, though, have
sworn that they shall never
marry- Leonato's niece, Beatrice,

The play centers on
the fickle nature of mankind. The
central themes are: The difficulty
to perceive reality; The power of
words to create images, distort
and shape reality, and their
power to maintain or destroy
alliances; The inadequacy of reason to cope with the passions;
The dangers associated with
rulers who cannot detect truth
from falseness; and The inadequacies of idealized love combined with arranged marriages to
provide a sound framework for
marriage.
I see the play in terms
of unknowns. Masks are a key
image. The duplicity of characters and their ability to hide
unacceptable traits from others
is extremely important. The
reality is masked itself; perhaps
even jarringly so. Structures may
be altered by deep shadows, or
lack what they typically contain.
There should be a sense of Renaissance and Classical influences,

and Benedick, one of Don
Pedro's men. There is a merry
war of wits between them, as
neither can stand the other.
They delight in mocking and
insulting each other. To pass the
time before Hero's wedding;
Don Pedro decides to trick Beatrice and Benedick into falling in
love. Meanwhile, Don John, the
prince's treacherous brother,
conspires to destroy the bond
between Hero and Claudio.
Faces become masks and truth

b:1 Julie Somers-Gulsvig

but these should only outline a
time in which the characters and
their concerns could truly reside.
The duplication of reality is unnecessary. In fact, a fully-fleshed
out reality would contradict the
major theme since what is seen
is largely a product of what we
are told we will see. Instead of
a complete, symmetrical, beautiful picture, there needs to be
elements that are left out, unknown, and incomplete. The
audience should have to fill in the
voids. Symmetry should be attempted, but fail. Rather, this
world is not tranquil and settled
like formal balance would suggest. Disturbance juxtaposes
with order. What one sees depends upon viewpoint, and it can
be altered. Severe and artificial
lighting shifts will highlight perceptual differences and shifting
opinions. I would, also, like to
see simultaneous realities, much
like what is achieved through
cubism. The world of the play is,
therefore, artificial and some-

becomes deception as everyone
becomes entangled in their own
manipulations. While in the end,
love takes the day, questions
about truth and identity linger,
leaving one wondering if it was,
in fact, truly much ado about
nothing.

what illusionary. Multiple textures should be evident and
range from fine grained sandpaper to a heavy stucco look.
Harshness and hard surfaces the
norm. Mirrors and other reflective surfaces should lightly intermingle with heavier, dulled textures. A maze or puzzle may be
incorporated; at the least, repeated patterns should exist.
The sense that this world is isolated from the outside should be
made evident through walls,
gates, or some other architectural choice. Boundaries have
sharp edges.

Setting and Characters of Much A do About Nothing
SETTING

honorable, and holds everyone to his high

FEMALE CHARACTERS

Messina, Italy I600's

standards. Benedick has sworn off love,

BEATRICE- an entertaining and

claiming that he could never find a woman

merry woman, Beatrice is Leonato's

good enough for him.

niece. She has determined never to

DON JOHN- Don Pedro's brother. Don

marry, as a husband would only keep

John is treacherous and deceitful, deter-

her from pursuing her own life. Bea-

mined to make others unhappy. He is dis-

trice delights in lampooning Benedick,

pleased with his lot in life, and has decided

as she finds him incredibly foolish.

that no one else should be able to rejoice

HERO- Hero is the perfect, obedient

in their own life.

daughter. She is proper and modest,

BORACHIO- one of Don John's flunkies.

but still enjoys games and wit. She is in

Borachio helps carry out the plan to de-

love with Count Claudio.

stroy Hero and Claudio's wedding by se-

ANTONIA- Leonato's sister, Antonia

ducing Margaret.

helps run his household. She has a fei-

CONRADEE- Conradee also works for

sty spirit, and will not hesitate to go to

Don John. He helps Don John convince

the defense of one she believes has

Claudio that Don Pedro is in love with

been wronged.

Hero.

MARGARET- Hero's gentlewoman.

DOGBERRY- Constable of the Watch in

Margaret is friendly, simple, and enthu-

Messina. Dogberry fancies himself a pow-

siastic. She trusts easily, and is often

erful, intelligent man, but in reality is an

deceived because of it. Margaret also

over-blown fool. His speech is awkward,

has an unrequited interest in Benedick

filled with malapropisms and ludicrous

URSULA- Also Hero's gentlewoman.

sentence structure.

Ursula is very put-together and practi-

VERGES- Dogberry's foolish sidekick.

cal. She helps Hero and Margaret play

Verges follows Dogberry around, generally

tricks on Beatrice.

MALE CHARACTERS
LEONATO- Governor of Messina, father
to Hero and uncle to Beatrice. Leonato is
a merry old gentleman, quick to throw a
party and open his home to the town. He
is witty, friendly, and good-hearted.
DON PEDRO. The Prince of Arragon.
Don Pedro is loved by his people for his
bravery in war and his light-heartedness at
other times. He enjoys playing wellmeaning tricks on people to pass the time.
Although he is friendly with his citizens,
there is never any doubt that he is always
in command.
CLAUDIO- Count Claudio is a young
soldier, recently back from the war. Now
that he has returned from battle, his heart
is filled with romance, and he falls almost
instantly in love with Leonato's daughter,
Hero. He is well-liked by all, a favorite of
Don Pedro.
BENEDICK- Also one of Don Pedro's
soldiers. Benedick fancies himself a witty
man, and enjoys trading insults with Bea-

getting in the way and making things more
trice, Leonato's niece. He is exceptionally
difficult.

Much A do A bout N othing F reduction T earn
This production of Much Ado
About Nothine is presented by
Central Theatre Ensemble of Central Washington University in Ellensburg, WA. Much Ado About
Nothine is directed by Graduate
Student/ Teaching Assistant Julie
Somers-Gulsvig. Scenic and lighting
design is by Associate Professor
Derek Lane, and costume design is
by Professor Scott R. Robinson.
The other members of the design
and management team are CWU
students: Holly O'Hara, assistant

plays Leonato's niece, Beatrice,
and Steve Nabors plays Friar
Francis.
All other
cast and
crew
members
are

scenic designer; David Mackie,
assistant lighting designer; Chris
McNeely, sound designer: Katy
Wickersham, stage manager; and
Allison Wooldridge, hair and make
up design. This production is
unique in that a Department of
Theatre Arts faculty member and
two community members are in
the cast. Acting Professor George
W. Bellah 3rd plays Leonato, the
Governor of Messina. There are
two CWU Theatre Arts alumni In
the show as well: Kristi Miller

cwu
students.

Director's Concept on Design
The set should be highly versatile-both inside and outside decor must
be simple and adaptable. Tables and
benches should combine in a myriad of
ways to create new environments in simple, elegant ways; and the use of one set
piece ought to transform itself for yet
another use in later scenes. Transformations and set changes need happen
through the work of appropriate cast
members in full view; time and place is
more relative than absolute, and lighting,
dialogue and action will provide any
needed time order and sense of place.
The possible color palette includes warm tones such as dark umber,
browns, burgundy, burnt orange, rich
yellows, and sage greens. The warmth of
Sicily and its dryness should be reflected,
but bold shadows are a necessity
whether they stem from the paint treat-

..
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ment or lighting changes.
The costumes need to "fit"
within this world, but there is no need
for complete realism. Silhouettes may
reflect the 1600's, but a sense of constriction and propriety is more important. The costume colors should reflect
the warm, rich tones of Messina, although
the visiting prince and his army should be
arrayed in tones that designate their foreignness. Perhaps black or grays could
suffice as a base color since the Spanish
influence of Arragon would be appropriate. The hierarchy of the classes should
be evident in the color choices, as well as
through displays of ornamentation. Only
the prince, Claudio, and Benedict are
allowed the privilege to wear personal
weapons; and these must be conventional
swords or daggers rather than firearms.

...

. ·..

To right:
an example of
Cubism.
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Above: Sketch of Set Design by scenic and lighting designer Prof. Derek Lane

Music will be chosen based on traditional instrumentation from the period
between I500 - 1650. Used to underscore transitions from scene to scene, it
will also set mood and provide appropriate music for entrances. The convention will use offstage music to also accompany singing and the dances within
the play-music will be heard but instruments and players will not be seen.
The only instruments that may be used
on stage would be a drum and a tambourine to accompany the entertainment during the masque unless an appropriate recording can be either found
or engineered.

Activities for After the

f'la_y

Short Answer Questions
QI. Speech and conversation
are important in the play, and
many of the characters have
distinctive ways of speaking.
How do the characters' speech
patterns differ?
A I. The speech patterns of the
play's characters vary widely. Some
speak with elegance and passion.
Two examples of particular eloquence are Leonato's speech after
Hero is betrayed and Beatrice's
expression of her anger at Claudio.
But Benedick and Beatrice also
share a special way of speaking all
their own, in which they are constantly making jokes and puns; this
verbal sparring highlights their special gift of wit Other characters
have no such skill with words. Dogberry is always getting his words
wrong to very humorous effect
However, his mistakes hinder com-

munication, as in Act Ill, scene v,
when Dogberry and Verges try to
tell Leonato that they have caught
Borachio but cannot make themselves understood. Finally, some
characters seldom speak at all, like
the sullen and bitter Don John or
the gentle but usually shy Hero and
Claudio.

Q2. How do gossip, convenation, and overhearing function
In the play?

A2. Much of the plot is moved
along by characters eavesdropping
on a conversation and either misunderstanding what they overhear or
being deceived by gossip or by a
trick. Hero, Claudio, and the rest
trick Benedick and Beatrice by setting them up to overhear conversations in which their friends deliberately mislead them. Don John's

spiteful gossip makes Claudio and
Don Pedro suspicious that Hero is
disloyal. The window trick. in which
Borachio and the disguised Margaret
make love at Hero's window, is itself
a sort of overhearing. In this case,
two people spying on the scene,
Claudio and Don Pedro, misunderstand what they see, because Don
John has set it up to deceive them.
The window scene restages the trick
played upon Beatrice and Benedick,
but with the opposite effect Instead
of causing two people to fall in love,
it causes Claudio to abandon Hero.
Finally, at the end of the play, overhearing restores order. The men of
the Watch, hearing Borachio brag
about his crime to Conrade, arrest
them and bring them to justice
(Ill.iii).

Suggested E.ssa~ Topics
I. A central theme in the play is trickery
or deceit., whether for good or evil
purposes. Counterfeiting, or concealing
one's true feelings, is part of this theme.
Good characters as well as evil ones
engage in deceit as they attempt to conceal their feelings: Beatrice and Benedick
mask their feelings for one another with
bitter insults, Don John spies on Claudio
and Hero. Who hides and what is hidden? How does deceit function in the
world of the play. and how does it help
the play comment on theatre in general?
2. In some ways, Don Pedro is the
most elusive character in the play. He
never explains his motivations - for
wooing Hero for Claudio, for believing

Don John's lie, even for setting up Beatrice and Benedick. He also seems to
have no romantic interest of his own,
though, at the end of the play, without a
future wife, he is melancholy. Investigate Don Pedro's character, imagine the
different ways in which he could be portrayed, and ascribe to him the motivations that you believe make him act as
he does. Why is he so melancholy?
Why does he woo Hero for Claudio? Is
he joking when he proposes to Beatrice,
or is he sincere? Why would Shakespeare create a character like Don
Pedro for his comedy about romantic
misunderstandings?

3. In this play, accusations of unchaste
and untrustworthy behavior can be just
as damaging to a woman's honor as such
behavior itself. Is the same true for
males in the play? How is a man's honor
affected by accusations of untrustworthiness or unfaithfulness? Do sexual
fidelity and innocence fit into the picture
in the same way for men as it does for
women? Examine the question of honor
and fidelity as it relates to four male
characters in the play: Benedick. Leonato, Claudio, and Don Pedro. What
could Shakespeare be saying about the
difference between male and female
honor?

Activities tor After the

fla_y

Multiple Choice Quiz
I • Who refuses to marry in the beginning of the play? (A) Hero (B) Don
Pedro and Don John (C) Benedick and
Beatrice (D) Hero and Claudio

2.

How does Claudio woo Hero? (A)
He doesn't; Don Pedro does (B) He
writes her a sonnet (C) He serenades
her window at night (D) He asks her
father to tell her that he loves her

3.

At the beginning of the play, what
is Beatrice's relationship to Benedick?
(A) Lover (B) Enemy (C) Wife (D) He
asks her father to tell her that he loves
her

4. Who is Leonato? (A) Beatrice's
father (B) Don Pedro and Don John's
father (C) Claudio's father (D) Hero's
father

5.

What does Don John want? (A) To
marry Hero (B) To make Beatrice and
Benedick fall in love (C) To ruin Claudio (D) To kill Dogberry and Verges

6. Who carries out Don John's plan?
(A) Balthasar and Antonio(a) (B) Dogberry and Verges (C) Claudio and Don
Pedro (D) Borachio and Margaret

7. What reason does Don John give
for his sullenness? (A) Too many people have wronged him (B) It's In his
nature (C) It's an act to gain sympathy
(D) He thinks that noblewomen are
attracted to brooding types

I 0. Who discovers Don John's evil
plot? (A) Benedick (B) Margaret (C)
Leonato's Household (D) The
Watch

I I. What does Leonato's household
do to punish Claudio for shaming
Hero? (A) He pretends Hero Is dead
and challenges Claudio to a duel (B)
He drives Claudio out of town (C)
He violently beats Claudio (D) Absolutely nothing at all
I 2. Which two characters write
love sonnets? (A) Claudio and Don
Pedro (B) Claudio and Hero (C)
Beatrice and Benedick (D) Don
Pedro and Beatrice

13. To whom does Don

Pedro propose marriage? (A) Hero (B) Ursula
(C) Beatrice (D) Margaret

14. Why is Margaret mistaken for
Hero? (A) She is wearing a mask (B)
She is wearing Hero's makeup (C)
She is wearing a red sash (D) She is
wearing Hero's clothes
I 5. Which character is sad at the
end of the play? (A) Don Pedro (B)
Don John (C) Benedick (D) Hero

8.

I 6. What makes Claudio realize that
he wrongly accused Hero? (A) A
note that she left him (B) His utter
remorse at having publicly shamed
her (C)Leonato's harsh reprimands
(D) Borachio's confession of Don
John's plot

9. Why does Claudio reject Hero at
the altar? (A) She smells like a rotten
orange (B) He thinks she lied to him
about her wealth (C) He thinks she
cheated on him and lost her virginity
(D) He decides he Just isn't ready to
get married

17. How do Don Pedro and Claudio
make Benedick fall in love with Beatrice? (A) They convince him of her
virtues (B) They have him overhear
their conversation in which they
assert that she is in love with him
(C) They force him to spend one
evening locked in a room alone with
her (D) They insult, humiliate, and

Who is said to be "an ass"? (A)
Dogberry (B) Borachio (C)Verges (D)
Conrade

belittle him until he agrees to love
her

18. Have Beatrice and Benedick
courted before? (A) Yes, but Benedick left her (B) No, because they
are enemies (C) Yes, but Beatrice
left him (D) They had a blind date
when they were younger, but neither
of them was interested
19. Why is it necessary for Hero to
seem to die? (A) Because she is very
tired and worn out (B) Because she
is pregnant (C)Because her reputation has been publicly tarnished (D)
Because she cheated on Claudio
20. What term best describes Dogberry's verbal comedy? (A) Slapstick

(B) Malapropism (C) Witty banter
(D) Hyperbole

21. What is Balthasar's song in Act
II, scene iii about? (A) The infidelity
of men (B) The infidelity of women
(C) The beauty of love (D) The wind
and the rain

22. What does the "savage bull"
symbolize? (A) Happiness in marriage
(B) A world without law (C) A soldier's honor (D) The man unwilling
to marry
23. Who is the most socially powerful person in the play? (A) Leonato
(B) Beatrice (C) Don Pedro (D)
Dogberry

This educational guide is offered to schools and organizations attending or sponsoring a production of the Central
Theatre E.nsemble production of Much Ado About
Nothing. This guide is intended to help prepare students
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theatre-going as positive, tun, and educational.
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The fla:1ers of Much Ado About Nothing
of the MIiitary

Residents of Messina

Men

Leonato .......•.... George W. Bellah 3 ,d

Don Pedro. . . . . . . Isaiah Charles Crowson

Beatrice .. . . . . . . . . . . . .. • . . . Kristi Miller

Benedick . . . . • • . . . . • . .. •. Alex Garnett

Hero . • . . . . . . . . . . . . . . . • . • Jillian Vashro

Don John .............. Andrew Kunellls

Antonia ....... Bride Schroeder - LaPlatney

Clauido ... .• ............ Jeff Carpenter

Margaret .......•.•...... Maggie Hillding

Cornde ................. .Aaron Siebol

Ursula . . . . . . . . . . . . • . . Allison Wooldridge

Borachio . . . . . . . . . . . . . . . . . • Cole Cook

Friar Francis/ Sexton . . . • • . . . Steve Nabors

Balthasar ..•......••..•...• Jerrod Neal

Women of Messina .... ••... Sarah DeGrave
Crystal Love
Christina Welch
Teagan Wilson
The Watch

Dogberry .............• Rudy Schuepbach
Verges •........•.....•..•.Brian T. Kiger
George Seacoal •........... Jordan Morris
Watchman I •........•....•• Tyson Daily

Watchman 2 .............. .Arturo Suarez

CHARACTER INFO FOR MUCH ADO ABOUT NOTHING
THE MEN OF MESSINA:
Leonato-father of Hero and uncle of Beatrice. The governor of Messina, Leonato displays the
formality of his position, and seems to display warmth toward his daughter and niece. He gladly
invites Don Pedro and his men in to stay before they journey on toward their various homes. He
is quick to join in jests and whimsical plots that are concocted by Don Pedro, but his hospitality
in terms of Don Pedro and his men may stem more from what he is expected to do, rather than
any true friendship. When his own daughter's honor is questioned his fatherly demeanor quickly
turns to self-involvement and a selfish concern about his own honor. His initial disgust and anger
towards his daughter is soon turned to vengeance against those who defiled his family's honor,
and yet he presides over the general reconciliation that closes the play. He ends up being one of
the big winners at the end by having his daughter's reputation cleared (as well as his own), by
humbling Don Pedro and Claudio, and reaping status and privilege from both of them.

Antonio-the charming older brother ofLeonato. He is a harmless flirt, and relatively
unimportant to Leonato until he shares his brother's outrage at the treatment that Hero received
from Claudio and Don Pedro. His outrage, however, is exaggerated and more comic than fierce;
but he is a sincere man who seems truly concerned about his brother and niece.

Dogberry (double as a musician and townfolk)-the self important constable of Messina, he
believes he is more sophisticated and important than he actually is. Consequently, he comes
across as an unknowing clown. By using language he doesn't understand and taking on a role
that he only can only poorly mimic, he provides comic relief by being preposterously long-

winded, self-assured, and nai:ve. Although he is foolish, however, his words often reveal more
truth than those who are more adroit in this highly artificial society.

THE MEN LEAD BY THE PRINCE OF ARAGON:

Don Pedro-Prince of Aragon, he and his men have just returned from putting down an uprising
that was led by Don John, his brother. His reaction to that war plus his forgiveness to his brother
demonstrate Don Pedro's confidence and power; he doesn't dwell on the recent battle or his
brother's duplicity, but rather expends a lot of energy toward frivolous endeavors involving love.
He assumes privilege that marks his high status compared to even his favored men-he courts
Hero for Claudio; and he further role-plays and "teaches" Leonato, Claudio, and Hero how to role
play in order to trap both Benedict and Beatrice. Disinterested in marriage himself, he is eager to
leave Messina once Claudio is married. He seems much more at ease with male companionship
and enjoys their total allegiance. The darker side of Don Pedro is seen in his total dismissal of
Hero and her family; although allies for years, once Don Pedro believes that Leonato has tried to
dupe him, the fa900e of grace is pulled away to reveal a ruthless and haughty ruler who is used to
getting his way.

Claudio-A young Count from Florence who has recently demonstrated his prowess on the
battle field which has, in turn, ingratiated him to Don Pedro. Highly conventional, he idealizes the
woman he wants to marry. Being a man who wants a bright future, he is careful to follow the
rules and is highly obedience. Unfortunately, he is also easily duped and manipulated. Claudio's
darker side is evident once Hero's virginity is questioned; his need to denounce her publicly and
unconcern about her death demonstrates his calculating nature and political ambitions. His honor
supersedes all other matters.

Benedict-is valued by Don Pedro and Claudio for his sense of humor. Displaying great wit and
playfulness, he verbally jabs at marriage and women; specifically sparring with Beatrice, a former
lover. Vulnerable, he only alters his allegiance to bachelorhood after being assured that he is
loved. Benedict is essentially honorable and this inherent quality is displayed when he is called
upon to defend those who have been wronged.

Balthasar-a musician and singer employed by Don Pedro. He sings "Sigh no more, ladies" as
well as the solemn "Pardon, goddess of the night". Knowledge of drumming would be helpful.

Messenger-a servant of Don Pedro, he brings news of Don Pedro's success in war, assists
Balthasar, and provides expository material. Ability to play a guitar would be helpful.

Don John-Don Pedro's villainous brother, of illegitimate birth. Don John describes himself as
evil although he seems incapable of directly causing hann. He envies other people's happiness,
and specifically resents Claudio for his part in putting down the rebellion that Don John led. In
fact., he sees Claudio's advancement as being directly linked to his own downfall so he tries to
make as much trouble for him and Don Pedro as possible by planting suspicion.

Conrad-a follower of Don John; he is a gentleman who expects to be treated with
respect and deference due to his place in society. He is quick to anger and vengeful.

Borachio----a follower of Don John, a chief lieutenant; he uses his relationship with
Margaret to cause trouble between Claudio, Hero, and Don Pedro. Rewarded with a great
sum of money, he is, nevertheless, genuinely remorseful when caught and faced with the
dire consequences that stem from his actions.

THE WOMEN OF MESSINA:

Beatrice-Leonato's niece, a sharp-tongued rival in wits of Benedict-- initially she disparages
love, marriage, and Benedict only later to recant. Although playful, she uses words that sting and
continually verbally assaults Benedict (who has hurt her before) to disguise her true feeling.
Beatrice is observant, independent, and intelligent. Fiercely loyal to Hero, Beatrice openly
confronts the male dominated society to proclaim her radical ideals concerning the liberties a
woman should enjoy. She isn't afraid to exercise her verbal power, but she is keenly aware of its
limits. Dancing ability is helpful.

Hero-Leonato's daughter, the woman that Claudio loves. She is demure, pliant, and very
conventional-the ideal of docile womanhood. She has enough sparkle to engage in the ploy
whereby Beatrice is tricked into accepting Benedict's love. Dancing ability is helpful.

Margaret-Attendant to Hero and a valued friend. She is full of fun, flirtatious, and becomes
involved with Borachio. Drawn into his plan to slander Hero, Margaret is proven to be innocent.
Dancing ability is a plus.

Ursula-Attendant to Hero; a cheerful member ofLeonato's court, she flirts with Antonio and
helps Hero fool Beatrice into believing that Benedict loves her. Dancing ability is a plus.

Woman 1, 2, 3, 4--these woman of Messina will attend all major ceremonies as town folk and
possible love interests of the men; they may be servants at times; dancing and singing ability a
plus.

FORJANUARY4TH
REMEMBER-

TO AUDITION YOU WILL NEED TWO MONOLOGUES,

EACH, ONE MINUTE LONG

•

A CLASSICAL SELECTION (BEST IF FROM

SHAKESPEARE)

•

A CONTEMPORARY SELECTION

Characters
Leonato
Antonio
Don Pedro
Claudio
Benedict
Don John
Conrad
Borarchio
Messenger
Bathasar
Hero
Beatrice
Margaret
Ursula
Extras

ActJscene 1

ActJscene 2

Act3scene3

Act3scene4

I· 51/

ActJscene 5
I-J./4

1 -too
\ • l~O

l-11:>'-'

5~- 1111}
~-H1'
19:{ - lc.\1,-

'TO. a.Jt,I
I"" l 1.'il.

, -q~

1->. .. J '"'

.l~ .. '1¥

,_ Jbb

I -"I \ 11, 't ti

I· i:tlf

\d'5

lt>b~~~
Verges
Seacoal
Watch
Watch

Characters
Leonato
Antonio
Don Pedro
Claudio
Benedict
Don John
Conrad
Borarchio
Messenger
Balthasar
Hero
Beatrice
Margaret
Ursula
Friar Frances
Extras
Dogberry
Verges
Watch
Seagrave
Town Clerk/Sexton

,. ~,

J•':f.-.

,. ''

· ·~l
I ""'14:l-

-1~1

1

I-

\t.t-:y

Act4 Scene 1
I ~ ~~:i,..
' t ~ l. y~\

Act4 Scene2

••

•-1oa.f
' - l'o'i

\ -~I~

I -1oi.J

,-0

1,./..

8J.., ""* 0
t ~ IO!.f
l olO'I

1- ~~"}

\

~ ~t~

I· i~q.
l-lt:.f

l

-"+-o

, --:;o
?il- '1-0
~! ~--:ro

\ . . -:;o

Act 1 scene 1

Characters
Leonato

l

§ntoni~

t

Don'J>e'dro>
l?Ia~
. - ... ~t~

•• u
.

J

..

C,

~

~

F

Rein:~
IUl\,li,

Act 1 scene 3 ·

~ ~/1( • i 5'/ .,_ ;J.$'/
!,

Don John
Conrad
Borachio
Messenger
Balthasar

Beea·

Act 1 scene 2
1-:>-o

,..

/"$i"i

J

Margaret
Ursula
Extras
Characters
Leonato
Antonio
Don Pedro
Claudio
Benedict
Don John
~r-·
Conrad
Borachio
Messenger
Balthasar
Hero
Beatrice
Margaret
Ursula
Extras

•

·.

.@ -;J.~i/

:ro -~,-s-

, . -:r

11)- 11{
r/0-tJ~

;. S''

7.!>~ ,,{
I

~9... 51'

~ /jt;

111.r J/'5"
I - f !{
I~ II'!

I /-:,o ... If')
Act 2 scene 1

Act2 scene2

I· 115' · 1%• -~~?..

Act 2 scene 3
IHf • )90

!~PS

,&> .. ]1(- }Wl·~'t<f--

,o

-1 ':l't ~ ,~ -.;lt!t.l.

~o

~,d,~

~~

1,:2.~-!h-0
l?J?- t~

,_ .-..l~

.. II~ :r.A-Jn9

/,.f'l-

1-'i'Z-

t'.a1-

I. D · I 'd.."J.

l-'11.

I.J:J-u,

,o,u<

I~ 1t r. 1'49 -~:;}.

/~11ir. ,~-,:lq4
,,., ... fr(
Ct,0,1tf
bo---11(

~-9)
d-0 1 - ~

l~ • Srl.)

O:,..

Characters
Leonato
Antonio
Don Pedro
Claudio
Benedict
Don John
Conrad
Borachio
Messenger
Balthasar
Hero
Beatrice
Margaret
Ursula
Dogberry
Verges
Seacoal
Watch

~

J;"~n

Extrass-.U1 ,1,,..

Act 5 scene 1
I ro,;, .'.1';l ~.. '.2.ct

<

Act 5 scene 2

Act 5 scene 3

, -,o.;. ·-nC',21.l~

1-3'1

ILi! -:i..ie;
L{~

--xt..f

IOOr-1 :}?i

1-3-I-

, -1-q

Act 5 scene 4
I- ~

/- t5: (/ • .q.v/
;1 :.bn.J
3~-,.t,t,.J'
I· ""J
110-0"L.

l<v$"-AOO
t~) -:lG\'D
n{

-t1--~D

, _1:,+

11a-u2.
:N- 1,,u/
l-1~ ,

~ /- b· ·""

l,15

"t-

,,1r , ' -r- t -.t---1-

~--:,. .. ~"1

1-llD
iJ- :;.~

,.. ,! ',
~

\i{ -:l~ 0
I'?{ ,..l~O

6

t~<-~o

~

~o

~ ·f{>

~:1~ ..

-290

'

J--?.J't

, ..

.

'_p,,;..J

I

\tJ~ ~~o
.l:l ~

-.(,1',J

~}--4.-..
.~tJ
.
"'

...
..v,.-(

13'/ - 1~I

Scenes and Time Line
1.1

Exterior courtyard

Day One

Arrival

1.1

Interior courtyard

Party decorations going up/rumors listened to

1.2

Same

Most at dinner/Don John and friends conspire; wine stolen?

2.1

Same

Remaining decorations up & party

2.2

Same,

Day Two

Don John and Borachio conspire

2.3

Garden

Day Three

Trap for Benedict

3.1

Same

Day Four

Trap for Beatrice

3.2

Same

Day Six

Don John traps Claudio

Intermission

3.3

Exterior Messina

Evening of Sixth Day

Watch catch the bad guys

3.4

Hero's Chamber

Morning of Day 7

Pre-wedding preparations

3.5

Church

Morning of Day 7

Pre-wedding w/Leonato &
Dogberry

4.1

Church

Morning of Day 7

Wedding

4.2

Interior-jail

Late afternoon Day 7

Exam the bad guys

5.1

Interior courtyard

Early evening Day 7

Truth is revealed

5.2

Garden

Early evening Day 7

Beatrice & Benedict

5.3

Tomb

Evening 7

Repentance

5.4

Exterior courtyard

Morning 8

Happily ever after .. ..

Initial Prop List
3 Swords
Dagger
Bow and arrows
Target
Flowers to be pressed, book
Message/letter
Broom
Cloth and bucket
Three flag standards
Gift
Basket with fruit
Handheld tools
Two goblets, wine bottle
Decorations
Masks
Lanterns
Platters with food
Platters with drinking flasks
Drum
Tambourine
Juggling materials
Masks for men (12)
Apple

2 Tambourines for catch and a hard ball
Lantern
2 Pikes
Rope
Papers
Sleeping rolls
Tarp
Flowers for hair (to be destroyed nightly)
Herbs
Flowers to attach to gown (nightly)
Handkerchief
Paper and quill pen for Sexton
Rope
Paper and quill pen for Benedict
Plaque

MASTER'S THESIS PROJECT
PLAYSCRIPT APPROVAL FORM
(PLEASE MAKE SURE THAT YOU HAVE READ mE PLAY SELECTION CRITERIA SECTION IN YOUR GRADUATE HANDBOOK)

SCRIPT TITLE_Much Ado About Nothing

PLAYWRIGHT(S) [If musical, list lyricist/composer]-William Shakespeare
NUMBER OF ACTS---5

APPROXIMATE TOTAL PLAYING TME

2 HOURS 30 MIN.

CAST (fill in with the appropriate numbers)
MEN-- 15 WOMEN-- 4 CHILDREN-- 1 OVER 40-- 1
ROLES REQUIRING PEOPLE OF COLOR-None

ROLES COULD DOUBLE--6

TOTAL NUMBER OF CAST--25
OTHER CASTING CONCERNS: I plan on using the Dogberry group as ordinary members of the town, servants, and to fill out Don
Pedro's army. Four extra women will be cast to be used as servants and dancers. No children will be used.

ARTISTIC STAFF (check those needed for this play or production idea)
MUSICAL DIRECTOR
DANCE CHOREOGRAPHER- X
-FIGHT CHOREOGRAPHER
DIALECT COACH
SPECIALTY HIRE_ _ _(specify what kind)
ORCHESTRA/BAND (specify what size)_ _ _ __
If so, which?
Will you be fulfilling any of the above?

Will a guest artist be fulfilling any of the above?

SCENERY/PROPS

Ifso, which?

(check those needed for this play or your concept of the play)

UNIT SET? Yes
NUMBER OF SETTINGS--List attached
HISTORICAL PERIOD--1600GEOGRAPHICAL LOCATIO--Messina, Sicily
BRIEF DESCRIPTION OF SET CONCERNS OR SPECIAL REQUIREMENTS
A unit set which allows all exterior and interior scenes to be played with minimal set changes; I want the play to quickly move from
one scene to the next. There needs to be adequate room for 25 actors; a dance will utilize at least 12 characters for one number.

APPROXIMATE NUMBER OF PROPS--List attached PERIOD--Renaissance
DIFFICULT OR UNUSUAL PROPS? NO DESCRIBE:

WEAPONS OR FIREARMS? HOW MANY 3 swords, 1 dagger DESCRIBE: The swords are not seen or used so the outward
scabbards are the most important element. The dagger should be easily accessible/worn in a belt holster. It needs to be heavy enough
to make a sound when dropped and hold together, yet safe so it won't stick in the floor or stab.

COSTUMES (CHECK THOSE NEEDED FOR THIS PLAy OR YOUR CONCEPT OF THE PLAY)
APPROXIMATE NUMBER OF COSTUMES PER CHARACTER One, although additional elements will be needed for special
scenes such as the wedding/funeral/etc.
HISTORICAL PERIOD -- 1600
SEASON-- Late summer
",PECIAL REQUIREMENTS:
JUSTIFICATION FOR CHOICE OF SCRIPT
HAVE YOU SEEN THIS SCRIPT PRODUCED? No, I have only seen a film adaptation.

HAVE YOU DONE THIS PLAY BEFORE? BRIEFLY DESCRIBE YOUR INVOLVEMENT IN THE PRODUCTION:
No.

WHY SHOULD YOUR ORGANIZATION PRODUCE THIS SCRIPT?
It will provide a unique experience for acting students at Central since Shakespeare poses challenges and opportunities for growth that
are different from modem scripts.

WHAT ARE THE DRAWBACKS (IF ANY) TO DOING THIS PRODUCTION AT YOUR SCHOOL?
There are more roles for men than women plus time constraints.

PLEASE GIVE A BRIEF SYNOPSIS OF THE SCRIPT ON A SEPARATE SHEET OF PAPER AND ATTACH.
PLEASE INCLUDE A COPY OF THE SCRIPT FOR THE THESIS COMMITTEE TO REVIEW.

SUBMITTED BY: (Printed Name)-- Julie Somers-Gulsvig
(Signature) _ _-=--

Thesis Chair Approval: - Thes;, CommUtee Membe,. Approval,
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-

-----,-,-
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Date Approved:
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Date Approved :
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Graduate Coordinator Approval: - - - - - - - - - - - - - - - - - Date Approved:-----

(Submit in Quadruplicate)

Note:

GRADUATE COMMITTEE
AND OPTION APPROVAL FORM
CENTRAL WASHINGTON UNIVERSITY

This form is to be completed as soon as the student has formed a committee and selected an option from the
list below. The form should be submitted in quadruplicate to the Office of Graduate Studies i Barge 305.
Student Name

S Met-S-(gu.\sv,

v.....\~e

Birth Date

Mailing Address

Student ID

City, State, Zipcode
Check option:

D
D
~

0
0
0

In

Date_ _,,l.u=-+--'-'--+-=-=----. ate credits to be received for the thesis or option:

Th -=rao

Written Exam*
NonThesis Project
Creative Project
Studio Project
Portfolio Review
Thesis
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0

Course No.

Title

Credits

Course No.

Title

Credits

m L-A

Style Manual for Thesis/Project

*Students taking written exam option may omit items 1-5 below.
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1.

Proposed
Title:

2.

Purpose of
Study:

3.

Scope of
Study:

4.

Procedure to
be used:

5.

Does the procedure involve collection of data obtained from
Human Subjects (including use of surveys)? .............. ................. ... .................... ... Yes**
Use of Animals? ............................................................ ..... .................. ............... ... Yes**

D
D

No~
No [B--

Date
Students will be required to submit two copies of all motion picture film, film stri s, sound film strips, slides, tapes,
cassettes, pictures, etc. produced as part of the thesis. These are to be submitted at the time the thesis (three
copies) is submitted to the Office of Graduate Studies and Research.
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Much Ado About Nothing dates:
Before ACTF-individual meetings with me (10 - 15 minutes)
I am available Mon - Wed from 8 - 1O; Tue & Thur after 3;
and 10 -12 Fri
(These need to be scheduled today)

After ACTF-first whole cast meeting-Saturday, March 4th from 12-3:30

Out of book-April 8th
Production Application Classes-- Tuesdays, 6 - 7
April 11, 18, 25, May 2, and May 23 (Debriet)

Preview-May 10th
Performances-May 11, 12, 13, 14, 15, 17, 18, 19, 20
Strike-May 21
Rehearsals-we will begin at 6; warm ups need to be completed before. If
you are scheduled to arrive later, make sure you have completed warm ups
and are ready to begin at the designated time.

Much Ado About Nothing Rehearsal Schedule:
March

· April

Monday
27th

Tuesday
28th

Wednesday
29th

Thursday
30th

Friday
31st

Saturday
1st

6-7:30
Block Ii

6-7:30
Review/Wk
Act I&
2.1 (1-60)

6-6:30
Block 2.2

6-8
Block 3.1
and 3.4

6-8
Block 3.3

10-12
Block4.1
(1-247)

7:30-8
Block I iii

8:15-8:45
Block 2.1
(lines 1- 60)

9-10
Block I ii

7:45-10
Block 2.1
(lines 61292)

6:30-7
Block2.3
(lines 1-80)

12-1
Block4.I
(248- 315)

7-8
Block 2.3
(lines 80200)

2-3
Block 5.1
(1-184)

8:15-10
Review/Wk
Act2

8:15-10
Block 3.2
and3.5

8:15-10
Review/Wk
Act3

3-4
Block 5.1
(185-295)
4:15-5:15
Block4.2
Speaking
Roles Only:
6:30-7
Block 5.2

7-8
Block5.3 &
5.4
8:30-10
Review/Wk
Acts4 & 5

Much Ado About Nothing Rehearsal Schedule, page 2
April
Monday
3rd

Tuesday
4th

Wednesday
5th

6-8
Block guests
into&
review
Act4

6-8
6-8
Block guests Block all
into&
into&
review Act 5 review
Act 1

8:15-10
Block all
into and
review
Act2
Wednesday
12th

Thursday
6th

Friday
7th

Saturday
8th

6- 7:30
Wk/Review
Act 2ALL

6-7
WorkAct3

10-11
Work/Run
Act4 (ALL)
11-12
Work/Run
Act 5 (ALL)

7:45-10
7:15-10
Work/review Run/Work
Act 3
Act 1, Act 2,
and Act
3.1, 3.2
(ALL)

1:30-5
Run Acts
1-5 (ALL)

Thursday
13th

Friday
14th

Saturday
15th

6-7

8:15-10
Wk/Review
Act5

8:15-10
Wk/Review
Act 1

Monday
10th

Tuesday
11th

6-7
Work Act 1

6-7
Prod. App.
Class

6-7
RunAct4

Run Act 1

6-7
RunAct3

10-12
Dancers

7-8
Run Act 1

7:15- 8:15
WorkAct3

7-8
WorkAct5

7-8
WorkAct2

7-8
WorkAct4

1-3
Act2 with
dancers

8:15-9
WorkAct2

8:15-9
RunAct3

8:15-9
Run Act 5

8:15-9
Run Act2

8-9
RunAct4

9-10
RunAct2

9-10
WorkAct4

9-10
Work Act 1

9-10
Work Act 3

9-10
Dancers

4-5:30
Act 5.3 with
dancers
5:45-7:45
Act 5.4 with
dancers

I

Much Ado About Nothing Rehearsal Schedule, pagel
April
Monday
17th

Tuesday
18th

Wednesday
19th

Thursday
20th

Friday
21st

Saturday
22nd

6-10
Run Acts
1-5

6-7
Prod. App.
Class

6-10
Work
Selected
Scenes

6-10
Run/Work
Acts 1
through 3.2

6-10
Run/Work
Acts 3.3
through 5

10-3:30
Work
Selected
Scenes

Monday
24th

7-10
Work
Selected
Scenes
Tuesday
25th

Wednesday
26th

Thursday
27th

Friday
28th

Saturday
29th

6-10
Run/\Vork
Acts 1 - 3.2

6-7
Prod. App.
Class ·

6-10
Run/Work
Acts 3.3 - 5

6-10
Work
selected
scenes
Acts 3.3 - 5

6-10
Run/work
ALL
Actsl-5

10-6
Work
Selected
Scenes

Wednesday

Thursday
4th

Friday
5th

Saturday
6th

Tech2

Dress

7:15-10
Work
selected
scenes
Acts 1-3.2

MAY
Monday
1st
6-10
Run/\Vork
Acts
i -5

Monday
8th

Dress

Tuesday
2nd

3rd

6-7
Prod. App.
Class

7-10
Run Acts
1-5

Techl

Wednesday
10th

Thursday
11th

Preview

Performance
#1

7:15-10
Run Acts
1-5
Tuesday
9th
Dress

.

IFriday
12th

Saturday
13th

Document Date: 6/25/02

GOALS AND DEADLINES FOR PRODUCTION/DESIGN MEETINGS
(These are the typical deadlines for Design and Production Work. Deadlines may vary from show to show. Deviations from this
schedule must be put in writing and approved by Producing Artistic Director and Production Manager)

PRODUCTION/DESIGN MEETING #1 FOCUS: PRELIMINARY RESEARCH AND DESIGN CONCEPT

A.

DEADLINES
1. Everyone on the production team should have read the play, script, or libretto and
listened to the music (if applicable).
2. Designers must come with their primary research on the play, playwright, and period.
Come with your script analysis and conceptual ideas so they can be shared with the
rest of the production team.

B.

PRODUCTION BUSINESS/AGENDA
Production Manager should distribute, review, and discuss Master Production
Calendar. Designers and area heads assigned the task of creating a specific and
detailed calendar for their area of production, to be reviewed at Design Meeting #2.
2. Production Manager will distribute budget information to designers and area heads.
Production team will review and discuss the budgets and budgeting procedures to be
followed.
3. Discuss the availability of human resources for the production. Designers and area
heads assigned the task of creating a detailed list of their human resource needs
(specific individuals and crews). This list will be reviewed at each Design and
Production meeting as the designs and production goals are being developed.
1.

C.

ARISTIC BUINESS/AGENDA
1. Discuss the play/project, specifically the script, playwright, and the major themes or
ideas in the work.
2. Discuss possible conceptual ideas for the production. Answer the following
questions;

How do we want the audience to see the production?
What do we want them to take away?
Why are we doing this production?
What makes this production special or relevant to today's
audience?
3. Discuss ~ e production approaches, styles, and periods.
4. All designers schedule individual appointments with Director prior to 2nd Design
Meeting.
a)
b)
c)
d)

PRODUCTION/DESIGN MEETING #2 FOCUS: PRELIMINARY DESIGNS, UNITY, AND RESEARCH

A.

DEADLINES
1.

Scenic Designer
a)
Preliminary concept statement
b)
Documented research
c)
Preliminary Floor Plan
d)
Sketches or scaled white model
e)
Preliminary Color palette
f)
Preliminary Properties list (w/Director, SM, and Props Designer)

2.

Costume Designer
a)
Preliminary concept statement
b)
Documented research
c)
Preliminary Sketches
d)
Preliminary Color Palette

3.

Makeup Designer
a)
Preliminary concept statement
b)
Documented research (w/Costume Designer)

4.

Lighting Designer
a)
b)
c)

B.

5.

Properties Designer
a)
Documented research
b)
Preliminary Properties list (w/Director, SM, and Scenic Designer)

6.

Sound Designer
a)
Preliminary concept statement
b)
Documented research
c)
Preliminary cue/music list

7.

Director
a)
Preliminary Concept stateme.nt
b)
Full castin.g requirements and Audition specifications '

PRODUCTION BUSINESS/AGENDA
1.
2.
3.

C.

Preliminary concept statement
Documented research
Preliminary Color palette

Review and discuss Master Production Calendar. Review the specific and
detailed calendar for each area of production. Establish working calendar.
Review budget information with designers and area heads. Discuss the budgets
and budgeting procedures to be followed.
Discuss the needs and availability of human resources for the production as
required by the current status of the design development.

ARTISTIC BUSINESS/AGENDA
1.
2.
3.
4.

Discuss the prepared concept statements and finalize the production concept for
the production.
Determine the production approach, style, period, and color palette.
Review expectations for Design Meeting #3.
All designers schedule individual appointment with Director prior to 3rd Meeting.

PRODUCTION/DESIGN MEETING #3 FOCUS: FVRTHERED DESIGN IDEAS AND DESIGN UNITY
A.

DEADLINES:
NOTE-ALL DESIGNERS AND DIRECTOR COMPLETE FORMALIZED CONCEPT STATEMENT

B.

1.

Scenic Designer
a)
Finalized Floor plan
b)
Seating Plan (if applicable)
c)
All decking and Platform Elevations
d)
Scaled white model and preliminary elevations
e)
Finalized Color palette
:t)
Properties list (including researched details for specific items)

2.

Costume Designer
a)
Finalized sketches with color chips
b)
Detail Drawings/sketches
c)
Finalized Color palette

3.

Makeup Designer
a)
Preliminary Designs ( w/Costume Designer)
b)
Finalized Color palette

4.

Lighting Designer
a)
Revised Color palette (can't finalize before sets & costumes)
b)
Preliminary cue list (can't storyboard w/o final sets done)

5.

Properties Designer
a)
Completed research for specific properties
b)
Finalized Properties list (w/Director, SM, and Scenic Designer)

6.

Sound Designer
a)
Cue/Music List (w/Director)
b)
Preliminary equipment layout and set-up plan

7.

Director
a)
Completed Rehearsal Schedule
b)
Finalized Properties list (w/Props Designer, SM, and Scenic Designer)

PRODUCTION BUSINESS/AGENDA
1.

2.
3.

C.

Review and discuss Master Production Calendar. Review the specific and
detailed calendar for each area of production. Solve potential time-related
problems.
Review budget and resolve concerns related to the expenses for the production.
Discuss and resolve concerns regarding human resources for the production.

ARTISTIC BUSINESS/AGENDA
1.
2.
3.

Discuss the designs and finalize the production look.
Review expectations for Design Meeting #4.
All Designers schedule individual appointments with Director prior to 4th meeting.

PRODUCTION/DESIGN MEETJNG #4 FOCUS: FINALIZED DESIGNS AND PRELIMINARY EXECUTION

A.

B.

DEADLINES
1.

Scenic Designer
a)
Preliminary Shop-ready Working drawings (if applicable)
b)
Detailed drawings
c)
Finalized Section
d)
Finalized scaled color model (if applicable)
e)
Finalized Elevations
f)
Properties Detail drawings (if applicable)

2.

Costume Designer
a)
Finished sketches with fabric swatches
b)
Finished Detailed Drawings/sketches
c)
"Pulled" details and accessories

3.

Makeup Designer
a)
Finalized Designs (w/Costume Designer)
b)
Finalized Color palette

4.

Lighting Designer
a)
Finalized Color palette
b)
Preliminary Storyboard and Cue List

5.

Properties Designer
a)
Preliminary pulling of rehearsal props
b)
Finalized Working drawings (w/Director and Scenic Designer)

6.

Sound Designer
a)
Representative sounds/music for each cue
b)
Finalized equipment layout and set-up plan

7.

Director
a)
Completed Rehearsal Schedule
b)
Preliminary Director's Notes

PRODUCTION BUSNESS/AGENDA
1.
2.
3.

C.

Review and discuss the Master Production Calendar. Review the specific and
detailed calendar for each area of the production. Solve potential time-related
problems.
Review budget and resolve concerns related to expenses for the production.
Discuss and resolve concerns regarding human resources for the production

ARTISTIC BUSINESS/AGENDA
1.
2.
3.
4.

Discuss Design Presentation and Designer's contribution.
Review expectations for the next Production meeting.
Shop Heads report.
All Designers schedule individual appointments (if applicable).

* EACH SUBSEQUENT PRODUCTION/DESIGN MEETING SHOULD FOCUS ON EXECUTION OF DESIGNS AND DIRECTION 01
THE PLAY. CONTINUE TO PURSUE PRODUCTION/BUSINESS AGENDA, EACH SHOP BEAD SHOULD REPORT STATUS OF
EXECUTION AND REVIEW PAST WEEK'S REHEARSAIIPRODUCTION NOTES. SPECIFIC LIGHTING GOALS MUST BE
REFLECTED ON MASTER CALENDAR. PRODUCTION TEAM SHOULD MEET AT LEAST ONCE A WEEK
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Much Ado About Nothing
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Sound Cues

pt1per

l Act/Scene· I Page # I
ACT ONE
PreShow
1.1
1.1
1.1

53
53
55

1.1

56

Line#

>O
<1
63- "mad"
physical cue: start
fade on bows
physical cue: start
song when Don
Pedro is in place
after 116

1.1

57

1.1

57

>117

1.1
1.1 - 1.2

57
63

People's exit
scene transition

1.2

63

0

1.2
1.2-1.3

64
64

1.3

21<
scene transition
O< immediately after
65- 66
music

Cue Notes

Pre Show Incidental Music
With lights
Girl dancer's exit
Start low, fade up as soldiers enter.
Fade DP's music out on bows

+~dt - O't.~f-~6

Cue Type

Cue#

Music Cue
Fade Music Out
Music Cue .
Fade Music Out

1 -A
2-B
3-C
4-0

Music Cue
Exit music for soldiers, DP, and everyone
else but C + B
Fade track 3.5 dBv after bows between
DP and Claudio and Benedick
Fade track out
Scene transition between 1.1 and 1.2
Fade music down for scene, played
behind scene.
Every person off stage
After 10 - J
party fx - immediate after music

5-E
Fade Music Down

6-F

Fade Music Out
Music Cue
Fade Music Down

7-G
8-H

Fade Music Out
Music Cue
Sound FXcue

10 - J
11 - K

9-I

12 - L

ACT TWO
2.1

67

>O on. scene ready

Fairly happy music for entering act 2.
Plays through.

? - "know your
answer"

Party music, happy, processionalisque
leads straight into Double Bransle for
dance

Music Cue

13 - M

Music Cue
2.1

69

2.1

71

2.1

71

End of dance

Faint dance music after Bauble Bransle

2.1

71

Entertainment music - iuaalino

2.1

72

2.2

79

2.3

81

108 "do do"
right after
entertainment ends
> 0 when scene
ready
> 0 scene shift
music

2.3

81

0-EOS

2.3

83

40<

Wait a few beats then cue

2.3- 3.1

89

line 212: "I will go"

Music for transition from 2.3 into 3.1
Happy music to enter scene as girls play "Tweet Tweet"

Physical: When Don
Cross fade music to Double Bransle track
~h~ is in position

14- N

Music Cue

15 - 0
Music Cue

Frolic
For Don John's entrance
Transition music. Plays into monologue.
Track fades by 1:28
Environmental FX (Birds, wind, etc ...
Garden noise.)

16 - P
Music Cue
Music Cue
Music Cue
Music Cue
Sound FXcue
Music Cue

Mince Pye - Track
10

17-Q
18 - R

19 - S
20-T
21 - U
22-V

23-W

Version 4 - 04.24.06

Sound Cues

Much Ado About Nothing

ACT
THREE
Girls Speak - reduce volume to back
scene
Before DP's music up, bells toll for time of
Scene Change
day
Exit music - plays through to intermission
99 "prevented!"
music
Intermission Music
xx
music starts before houselights down,
Ready to fade house
Dogberry enters at 47 seconds ...
61 - "to present"
Rain FX (Light rain fades in)
Rain FX (Rain picks up over 15)
69- "be so"

O>

3.1

90

3.1-3.2

94

3.2

98

xx

xx

3.3

99

3.3
3.3

101
101

3.3

102

83> - "scab follow''

Rain FX (Rain starts to subside)

3.3

102

91 - "ducats"

Rain fades out entirely

3.3

102

3.3
3.3 - 3.4

104
104

After rain disappears, small amounts of
watter driooino and drizzlino
Endino and Scene Transition
Fade of transition music

3.4

104

3.4

104

immediate on end of
AF
142< "vou to oo"
Phys: Their exit
>O before scene
start
3 - ", lady"

3.4

108

74> - ", good Ursula"

Transition Music .. .

3.5
3.5
3.5
3.5 - 4.1

108
109
110
110

Leonato;s Entrance
40> - "suffioance"
49 - "I warrant vou"
51 - "Jail"

Music fades ...
Weddino Bells
Weddino Bells Fade Out
Church music

4.1

110

1

4.1

114

105 - exit

As Leonato speaks
As DJ finishes line and they are halfway
offstage.

4.1

119

4.1
4.1

119
122

4.1

122

4.2

122

4.2

122

>O - Dogberry's set

Before Dogberry speaks; may need to be
gradual on his entrance

4.2

124

71 "Ass"

Scene shift music, transitions into 5.1

Music comes in before girls onstage
Music fades for 7 seconds

Fade Music Down
Sound FX cue
Music Cue
Unused Tracks
Music Cue
Sound FX
Sound FX fade up
Sound FX
subsiding
Sound FX fade out
Sound FX cue

24-X
25-Y
26-Z
XCDX
27-AA
28-AB
29-AC
30-AD
31 -AE
32-AF

Music Cue
Fade Music Out
Music Cue

33-AG
34-AH

Fade Music Out
Music Cue

36-AJ

35-AI

37-AK

Fade Music Out
Sound FXcue
Sound FX cue out
Music Cue

38-AL
39-AM
40-AN
41 -AO

Fade Music Out
Music Cue

42-AP

ACTFOUR

247 - FF, Leo, Hero
exit
249 "Lonoer''
315 - "Think of me"
Physical: Benedick
off staae
Immediate on end of
AV

As they exit fade in music gently
Music fades out on line
Music
Fade music out
Scene shift music

Music Cue
Fade Music Out
Music Cue
Fade Music Out
Music Cue
Music Cue Out

43-AQ
44-AR
45-AS
46-AT
47-AU
48-AV
49-AW

Music Cue

50-AX

Much Ado About Nothing

Sound Cues

ACT FIVE
5.1

125

8 - "his child"

5.1

135

295> - "lewd fellow''

5.2

136

5.2

139

5.2

139

5.3
5.3

139
140

1 - "pray"
Blackout - bring
music up
when scene shift
done
end of BF
11 - "solemn hymn"

5.3

140

29 - "several way"

5.3 - 5.4

141

34- "Woe"

5.4

141

5.4

145

Fade out track over 10 seconds
Music to accommodate short scene
change
As Benedick speaks fade for 10
Female chant to funeral transition
Scene shift done fade chanting
Processional
Girls dance
Morning Bells

Plavs through scene chanae
Fade as soon as entrances made - fade
Physical: Enterances
for 10
120 - "Strike up
Dance
pipers"

Version 4 - 04.24.06

Music Cue Out
Music Cue
Music Cue Out
Music Cue
Music Cue Out

51 -AY
52-AZ
53-8A
54-88
55-8C

Music Cue
Music Cue
Sound FX Cue

56-8D
57-8E

Music Cue
Music Cue Out

59-8G

Music Cue

58-BF

60-8H
61 - Bl

Scene Breakdown- by Actor
Character

Aaron
Alex
Allison
Andrew
Arturo
Brian
Bride
Christina
Cole
Crystal
Dylan
George
Isaiah
Jeff
Jerrod
Jillian
Jordan
Kristl
Maggie
Rudy
Sarah
Steve
Teagan
Tyson

Dances

X
X
X

x·

x ·
X
X
X
X

1.1
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X

1.2

1.3

X

X

X
X
X
X
X

X
X
X
X

2.1
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X
X

2.2

2.3

3.1

X

3.2

3.3
X

3.4

3.5

X

4.2
X

X
X

4.1
X
X
X

X
X
X
X

X
X

X
X
X

X

X

X
X
X
X

X
X
X

X
X

X
X

X
X
X
X
X

X
X

X
X
X

X

X
X

5.4
X
X

X
X
X

X

X

X
X
X

X
X
X

X
X

X
X
X
X

X
X

X
X
X
X
X
X

X
X
X

X
X
X
X

5.3

X

X

X

5.2

X
X

X
X
X
X
X
X
X

5.1
X
X

X

X

Scene Breakdown- by Character

Character

Antonia
Baltbasar
Beatrice
Benedick
Borachio
Claudio
Conrade
Constable
Dogberry
Don John
Don Pedro
Friar
Hero
Leonato
Margaret
Mess. I
Seacoal
Servant/Townfolk
Servant/Townfolk
Servant/Townfolk
Servant/Townfolk
Servant/Townfolk
Servant/Townfolk
Servant/Townfolk
Servant/Townfolk
Servant/Townfolk
Soldier
Soldier
Ursula

Dances

1.1
X
X
X
X
X
X
X

1.2

1.3

2.1

X

X
X
X
X

X

X

2.2

2.3
X
X
X

3.1

3.2

X

X

X

X

X
X
X

X
X

X

X

X

X

X

X
X
X
X
X

X

X
X

X
X

X

X

X

X

X
X

X

X

X

X
X

X
X

X
X
X
X
X

X
X
X

5.3

X
X

X
X

X
X

X

X

X
X

X
X

5.4
X
X
X
X

X

X

X
X

X
X
X
X
X

X
X

X
X
X
X
X
X
X
X
X
X
X
X
X

5.2

X

X

X

5.1
X

X
X

4.2

X
X
X

X

X

X
X

4.1

X
X

X
X

3.5

X

X

X

3.4

X

X

X

3.3

X

X

X
X

X
X
X
X
X
X
X

X

X

X

X

X

Character

Verges
Watch#l
Watch #2
Woman
Woman
Woman
Woman

Dances

X
X
X
X
X
X
X

1.1

1.2

1.3

2.1

2.2

2.3

3.1

3.2

3.3
X

3.4

3.5

4.1

X

X
X
X

X
X
X
X

4.2

5.1

X
X
X

X
X
X

5.2

5.3

X
X
X
X

5.4

Dance Steps for "Montard" A Dance for 3 Couples
A)
B)
C)

D)

Group does 4 doubles to the left
Starting with the 1st Man's position, each person in line performs a KickTurn over their left shoulder as others clap in time to the music
After the last person in line does their turn, the lead person turns to stand in
front of the next person in line. The 1st person does doubles to their own left
as the other 5 continue 4 doubles to their own left (original direction). The
1st person goes down the line passing in front of the opposite sex and behind
the same sex until reaching the end of the line, they face front again as the
group begins the kick-turns all over again.
The dance continues until the final dancer has re-progressed to the end of
the line. The dance ending with 4 doubles to the left.

Dance Steps for Gathering Peascods (A circle dance for as many as will)
Part 1
Al All join hands and 8 slips left (1-4), all turn single to right (5-6)
A2 8 slips right (1-4), turn single to right (5-6)
Bl Men join hands and 8 slips to left and back to place
Bl Women the same
Cl Men forward a double to center and clap on 3rd step (1-2);
Women the same while men fall back to place (3-4),
Men the same while Women fall back to place(5-6), Men fall back turning
single to the right (7-8)
Cl Repeat Cl, Women to center 1st_
Part2
AA Partners Side Right, then turn single right, Then partners Side Left, and turn
single right.
Bl
As in Part 1, Bl, but Women's ring goes 1st
Bl As in Part 1, Bl, Men's ring
Cl As in Part 1, Cl, Women forward 1st
Cl As in Part 1, Cl, Men forward 1st
Part3
Al Partners Arm right, then turn single right
A2 Partners Arm left, then turn single right
BB As in Part 1, Bl and 2
CC As in Part 1, Cl and 2

Monday
March21

Tuesday
28th

Wednesday
29th

Thursday
30th

Friday
31st

Saturday
April 1s1

6:30-7:4S
Block 1.1

6:30- 7:45
Review/Wk
Act 1 and
2.1 (1-60)

6:30-7
Block 2.2

6:3~8
Block 3.1
and 3.4

6:30-8
Block 3.3

10-12
Block 4.1
(1-247)

8:15-10
Block 3.2
and 3.5

8:15-10
Review/Wk
Act3

7:45-8
Block 1.3
8:15- 8:45
Block 2.1
(lines 1 -60)
9-10
Block 1. 2

8:0-10
Block 2.1
(lines 61292)
Entertainers
& dancers
please attend

7-7:30
Block 2.3
(lines 1-80)
7:30-8:15
Block 2.3
(lines 80200)
8:30-10
Review/Wk
Act 2
including
entertainers
& dancers

12:lS- 1:15
Block 4.1
(248- 315)
Lunch break

2:15- 3:15
Block 5.1
(1- 184)
3:1S- 4:15
Block 5.1
(185-295)
4:30- 5:30
Block 4.2
Dinner break

Speaking
Roles Only:

6:30-7
Block 5.3 &
5.4

..

7-8
Block 5.3 &
5.4
8:30-10
Review
Acts 4 & 5

Much Ado About Nothing Rehearsal Schedule, page 3
April
Monday
17th

Tuesday
18th

Wednesday
19th

Thursday
20th

Friday
2 Jst

Saturday
22nd

6:30-10
Run Acts
1- 5

6-7
Prod. App.
Class

6:30-10
Work
Selected
Scenes

6 :30-10
Run/Work
Acts 1
through 3.2

6:30-10
Run/Work
Acts 3.3
through 5

10-3:30
Work
Selected
Scenes

Monday
24th

7-10
Work
Selected
Scenes
Tuesday
25th

Wednesday
26th

Thursday
27th

Friday
28th

Saturday
29th

6:30-10
Run/Work
Acts 1 - 3.2

6-7
Prod. App.
Class

6:30-10
Run/Work
Acts 3.3 - 5

6:30-10

6:30-10
Run/work
ALL
Acts 1 - 5

10- 6
Work
Selected
Scenes

TBA Dance
Rehearsal

7:15-10
Work
selected
scenes
Acts 1 - 3.2

MAY
Monday
I st
6:30-10
Run/Work
Acts
1- 5

Monday
gth

Dress

Work
selected
scenes
Acts 3.3 - 5

TBA Dance
Rehearsal

Tuesday
2nd

Wednesday
rd
3

Thursday
4th

Friday
5th

Saturday
6th

6-7
Prod. App.
Class

7-10
Run Acts
l -5

Tech 1

Ttth2

Dress

Wednesday
10th

Thursday
Friday
1 I th
12th
Performance
#1

7:15- 10
Run Acts
1-5
Tuesday
9th
Dress

Preview

Saturday
13th
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6

Fri

Thu
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TS Strike (M)

DEAD DAY

FINAL 'S WEEK

7 TS Perf. # 11 (M)
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FINAL 'S WEEK

6:30 Finals Night
'

19

26

S,I
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L

20
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24

SPRING BREAK

SPRING BREAK

SPRING BREAK
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27

28
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30
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10 Faculty Meeting
9 Budget
Callbacks for One Act
Auditions for One Act
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USITT
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i..
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CLASSES BEGIN
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Much Ado About Nothing will be a challenge. First the language will provide
some difficulty for most cast members. Some of this will be resolved with the work Wes
Van Tassel will be doing the quarter before rehearsals begin. I assume that actors will
have looked up all words, understand what they are saying, and have a fair understanding
of their characters by late March. I, also, plan on working with actors during these class
sessions during Winter Quarter to discuss character choices, hear initial readings, and
begin to help them develop their actions and relationships with each other.
Having a cast with a range of strengths may pose some difficulties as well. I plan
on utilizing the more experienced actors to push those with less experience through
example as well as the opportunity to act opposite them. I will not use comparison
statements, but I may ask them to demonstrate skills to the entire group if needed. I will,
also, check in with Wes for additional skill development exercises if they are needed.
Finally, I plan on asking Derek, George, and Brenda for their insights during the process.
Another problem will be the size of the cast. I don't want this group to fragment
which may be difficult to contend with given the complexity of interpersonal
relationships, time spent with each other prior to this show, and the seeming relative
importance of individual roles. To offset this, I plan on having at least one full cast
meeting before we begin. The cast will vote for a "deputy" who will be in charge of
helping resolve any interpersonal problems if they appear. At least one Production
Applications class will, also, be devoted to relationship development. Although lunch and
dinner breaks are free, I hope that cast members will choose to spend quality time with
each other during the Saturday rehearsals. Also, I plan on having the cast members rotate
with leading warm ups prior to all rehearsals.
The length of our rehearsal time seems short to me, however, this may be the
result of my years as a high school director. The initial weeks of the rehearsal schedule is
heavy and I hope that this will allow me some flexibility to identify who needs additional
time while providing some time off for those who are more ready. That will do little,
however, for those scenes that have a weaker actor; those people will require some
individual sessions. Given the heavy nature of the schedule, I believe the calendar has
ample time for that as well. My plan has been to block the characters with lines the first
week and then integrate the others during week two. The dances that are called for will
be taken care by the end of this second week as well. Dean, a Renaissance dance teacher
who works with the Greenwood Players in Kennewick, has volunteered to attend two
rehearsals in order to teach the necessary dances, and then help choreography them as
well. I am grateful for his expertise and willingness to assist.
My biggest concern is learning how to operate within a system that is foreign to
me. I am used to time restrictions, but since I am unused to these, they seem somewhat
arbitrary. For example, I would like to begin rehearsing earlier to allow us to leave the
building earlier; however, since we can't begin until a set time, that Yi hour will be made
up in the later hours. The break rules make sense, but at this point, they seem
cumbersome ... but I'm probably looking at them as if they HA VE to occur exactly at the
designated time which I know isn't the case. I'm afraid of not knowing about a particular
procedure and having it cause problems at a more critical time during the rehearsal
process. I'm concerned about that because although I've read the procedure handbook,
there have already been surprises. For example, am I to grade the actors? Are there any
requirements for Production Application class? That is such a nebulous area ....

Overall, I'm looking forward to getting started. It is a huge project, however, and
I'm somewhat intimidated by the sheer size of this show. Of course, this is complicated
by it being my Master's Project. Watching students here rehearse for weeks on projects
of a much smaller size, and by watching the rehearsals of The Foreigner, I wonder if this
cast will have the ability to get this going fast enough. I don't want to have a cast at the
end that are overly stressed and tired and I wonder how much they will push themselves
outside of the rehearsals. Unfortunately, I have overheard student remarks and many
seem to think that only the scheduled rehearsals with the cast and director are all that are
necessary. I don't have the clout that a typical professor has, so my urgings in that
direction may be ignored. I wonder, also, if I will be critical enough within this limited
time to get it beyond the obvious. Will I be able to give the actors what they need to help
them? It's a little scary. I hope my prior work during Fall and Winter quarter and my
work ethic will pull me through. I will be personally working on working faster, being
more concise during notes, and praising effort and accomplishment more.

Somers I
Concept Statement
Much Ado About Nothing

William Shakespeare's middle comedy Much Ado About Nothing portrays a world in
which reality is governed and manipulated by words. Set in Italy during the late Renaissance,
the rigid class structure is largely unquestioned. Politics and ambition are masked beneath the
manners of the ruling class, and allegiance is outwardly granted to those affiliated with the
prince. Resting in Messina after quelling a revolt, the prince Don Pedro focuses on diversionary
activities before returning home to Arragon; and Messina's ruling family is happy to oblige. The
war is only referred to through words a messenger brings prior to the arrival of his prince; but
even then, it is a brief reference and it holds little interest for those in Messina. Instead, more
personal conflicts between men and women and concerns of courtship become the center of
attention; and this focus provides the participants and onlookers much enjoyment and selfsatisfaction since appearances are crafted to appear merry or benign. Pain, weakness, hostility,
and ambition are masked beneath an accepted social veneer which promotes outward displays of
conventional idealism. There is, however, a dissonant undercurrent which periodically reveals
itself Heart ache and vulnerability hide beneath glib word play; events are staged to portray
unions that don't exist beyond words; and true allegiances are tested. In this world, only
glimpses of the total reality are seen as words both describe and create. Employed to deflect,
confound, manipulate, and fashion what is believed, words shape deceptions that range from
playful fancies to malevolent slanders. Within this environment, the defeated and ignored
usurper Don John only has to whisper suspicion for its poison to be spread through the actions of
others. Words, therefore, are shown to hold tremendous power that prompts action beyond the
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reach of their maker; and unfortunately, men are shown to be vulnerable in believing the most
negative possibilities in others. Within this world of conflicting realities, Benedict and other
unlikely redeemers emerge that demonstrate that accidental occurrences and unconventional
wisdom can be as powerful as reason and authority to set things right; at least temporarily.
Setting the action in Italy during the early 1600 provides the material an appropriate fit
for several reasons. First, with its abundant allusions to Hercules, Ate, Leander, Venus, and
Diana, I feel setting it in the heart of the Classical world provides the characters with an inherent
understanding and knowledge of the references they make. It also provides for a "natural fit" in
terms of time since Classical instruction was an integral educational ingredient during the
Renaissance. Further, the play's content further restricts it to an earlier period rather than forcing
modernity onto it. The audience must accept the convention of a rigid class system devoid of
democratic ideals. This either places this story prior to 1650, or it becomes a story within a more
modern country that was slow to accept progressive principles of government. Further, the
treachery found in this play is due to a system which grants unquestioning allegiance based on
the nobility of birth, coupled with the freedom kings enjoyed in terms of producing offspring in
and outside of marriage. More important considerations rest on the ultimate crisis of this play
which is centered on male honor and female virginity. Dialogue revolves around the fears of
cuckoldry among men and the fears of arranged marriages among women; many actions and
objectives rest on the defense of honor in a variety of forms; and chastity as the crux of female
respectability only "works" within particular points of history. At the least, the material more
vividly lives within a limited number of cultural frameworks that mainly reside in the past.
Finally, given the emotional distance that time and space provide for an audience, I see the issues
that may be unsettling about truth as more acceptable when viewed from "far away". The
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message is not diluted when set in a prior time; instead, its relevance to today's uncertain world
is evident, yet it is infused with plausibility from setting it in an appropriate locale and period.
The play centers on the fickle nature of mankind. The central themes are: The difficulty
to perceive reality; The power of words to create images, distort and shape reality, and their
power to maintain or destroy alliances; The inadequacy of reason to cope with the passions; The
dangers associated with rulers who cannot detect truth from falseness; and The inadequacies of
idealized love combined with arranged marriages to provide a sound framework for marriage.
The play ends with a celebratory dance prior to the more formal business of marriage.
Truly coming into his own, Benedict openly contradicts those in authority, and the festivities
proceed more according to his will than as conventionality would have it. Leonato, Claudio, and
Don Pedro all defer to him as he emerges a leader willing to give out advice, take action, and
mete out punishments. At the end, the world momentarily adapts and shapes itself to his whims;
but whether it will continue in this manner remains highly questionable ... despite the highly
passionate ending, reason indicates that the resolution is only temporary.
I see the play in terms of unknowns. Masks are a key image. The duplicity of characters
and their ability to hide unacceptable traits from others is extremely important. The reality is
masked itself; perhaps even jarringly so. Structures may be altered by deep shadows, or lack
what they typically contain. There should be a sense of Renaissance and Classical influences, but
these should only outline a time in which the characters and their concerns could truly reside.
The duplication of reality is unnecessary. In fact, a fully-fleshed out reality would contradict the
major theme since what is seen is largely a product of what we are told we will see. Instead of a
complete, symmetrical, beautiful picture, there needs to be elements that are left out, unknown,
and incomplete. The audience should have to fill in the voids. Symmetry should be attempted,
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but fail. Rather, this world is not tranquil and settled like formal balance would suggest.
Disturbance juxtaposes with order. What one sees depends upon viewpoint, and it can be
altered. Severe and artificial lighting shifts will highlight perceptual differences and shifting
opinions. I would, also, like to see simultaneous realities, much like what is achieved through
cubism. The world of the play is, therefore, artificial and somewhat illusionary. Multiple
textures should be evident and range from fine grained sandpaper to a heavy stucco look.
Harshness and hard surfaces the norm. Mirrors and other reflective surfaces should lightly
intermingle with heavier, dulled textures. A maze or puzzle may be incorporated; at the least,
repeated patterns should exist. The sense that this world is isolated from the outside should be
made evident through walls, gates, or some other architectural choice. Boundaries have sharp
edges.
The set should be highly versatile-both inside and outside decor must be simple and
adaptable. Tables and benches should combine in a myriad of ways to create new environments
in simple, elegant ways; and the use of one set piece ought to transform itself for yet another use
in later scenes. Transformations and set changes need happen through the work of appropriate
cast members in full view; time and place is more relative than absolute, and lighting, dialogue
and action will provide any needed time order and sense of place.
The possible color palette includes warm tones such as dark umber, browns, burgundy,
burnt orange, rich yellows, and sage greens. The warmth of Sicily and its dryness should be
reflected, but bold shadows are a necessity whether they stem from the paint treatment or
lighting changes.
The costumes need to "fit" within this world, but there is no need for complete realism.
Silhouettes may reflect the 1600' s, but a sense of constriction and propriety is more important.
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The costume colors should reflect the warm, rich tones of Messina, although the visiting prince
and his army should be arrayed in tones that designate their foreignness. Perhaps black or grays
could suffice as a base color since the Spanish influence of Arragon would be appropriate. The
hierarchy of the classes should be evident in the color choices, as well as through displays of
ornamentation. Only the prince, Claudio, and Benedict are allowed the privilege to wear
personal weapons; and these must be conventional swords or daggers rather than firearms.
Music will be chosen based on traditional instrumentation from the period between 1500
- 1650. Used to underscore transitions from scene to scene, it will also set mood and provide
appropriate music for entrances. The convention will use offstage music to also accompany
singing and the dances within the play-music will be heard but instruments and players will not
be seen. The only instruments that may be used on stage would be a drum and a tambourine to
accompany the entertainment during the masque unless an appropriate recording can be either
found or engineered.
Casting will be fairly conventional although there will be attempts to create more
opportunities for females to participate. Age range is more of a concern and I see Leonato as
needing to be age-appropriate. Another problem involves Antonia who is Leonato's brother.
This character is supposed to be Leonato's contemporary. My solution will be to make Antonio
a female (Antonia) and cast her with a woman who can pass for mid-thirties. Don Pedro, his
army, and the other characters should be cast from the student talent pool at Central.
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Somers-Gulsvig 1
Week 1
Monday, March 26
Tonight's rehearsal was frustrating. I was prepared, had gone over my notes prior to working
tonight, and I THOUGHT I had used the voms okay. After seeing it, I was dissatisfied .. . except
for 1.2 (Don John/Conrad/Borachio). I had the time to work with them and it seemed to work
much better/it certainly looked better after we tried a few different solutions. That could be in
part due to Andrew who was very aware of the voms and played the scene oriented to them. The
worst scene was the first because there are many people are in it, and it took forever to talk them
through their placements. The dancers were called as well although I didn't need (or want) them
there tonight. The rehearsal schedule didn't have them listed, but Katie made calls for them
anyway. I didn't understand why this occurred. Another problem was that Dylan wasn't there
and he was needed since he is the messenger WITH lines. Tomorrow I need to correct the
physical imbalance in Act I. I and figure out where to put Margaret and Ursula. All and all, I
felt it went too slowly; especially the large scene. We managed to follow the schedule and
released everyone on time or before time, but I still felt SLOW. I think I'll get used to the stage,
itself, within a few more days. So far I like the feeling, but I know one side of the audience is
not being addressed enough. Also, without the levels, I truly don't have a sense what some of the
blocking looks like, especially with the actors continuing to stand together in ways that I knew
wouldn't work due to platforms height differences once they are on stage. I hope those are there
by the end of the week because those will make adjustments occur as well. I liked the
miniatures/and the pictures I had drawn for the patterns, BUT it was too slow to look from the
lines to the pictures although there were all referenced carefully. For tomorrow I will make more
notations within the script (I'm more used to that method) to see if that will me easier for me.
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At least they are on their feet and I can work with it tomorrow more. After we sent everyone
home, Katie, Sarah, and I double-check the cuts. Again, I know I told Katie that I had made
changes due to the table work in Wes's class, but she hadn't gotten any of them. I hope she gets
a little more on top of things this week. My god I'm exhausted.

Tuesday, March 28
Things were repaired tonight for the various part of Act One that looked too flat; at least they are
repaired as of now.

I'm beginning to get a sense of the way this stage work, that walking and

talking at the same time work up here, and I felt a little more confident. The largest problem is
still the format of my notes. I decided to not switch 1.2 and 1.3 with each other because it makes
little difference whether the schemers are in an interior chamber or not and it makes the scene
change immediate/besides they can use up the wine/decorations for the masque without others
being there which will comment on characters. I think I'll have some theft going on ... at least by
Borachio before he exits; and although the process still seems too slow, I could see the time was
well spent and I feel okay about the ground work for this act. The tone of it, however, seems just
a little apolitical for what I want the show to say; that will be for later. The second half of the
rehearsal, however, was tedious. It is a mega-scene in which people are doing many things that
are not in the script; instead of a long dance sequence with conversation occurring within the
dance, it is a series of little scenes. I have to immediately stop launching in without some
explanation to the larger group. I know what is to occur within the scene, but they don't and it
wouldn't have been less frustrating for them if they had known more the general idea before we
began. Stupid of me. My stage manager is not working at this point. Not only has she been
calling people who don't need to be at rehearsal, and calling them too early, she didn't make
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notes of where the benches were placed and so that wasn't don't prior to rehearsal, so we had to
wait on that. And she hadn't made a drawing from the previous evening, so she had to stop me,
have me explain my drawings, and that took time as well. This occurred for every scene. She
will be meeting with me today and we are going to clear up these issues. We also need to find
out what is going on with Dylan; he still hasn't showed up. At least, the basic blocking for the
actors accomplished last night will work for the party scene and I don't have to rework that this
evening; I can't complete the work in the later half of Act 2.1 /the masque until after the dances
has been set which will be a week from Friday. I don't believe the rest of the "mob scenes" will
be difficult; if you can't hear this in my tone, I am feeling inadequate. Again, although I KNOW
the scene, what it should look like ultimately, what needs to be communicated, I am not being
clear enough. I have to remedy that tonight. .. no more of that. But how I am feeling is not what
is important; it was better than the first night, but I must improve my performance for them
NOW.

Wednesday, March 29
This rehearsal was a huge improvement. .. I talked with George earlier today and he graciously
lent me his critique of the process. Basically he advised me to loosen up, trust my instincts, and

·- -

walk away from the book I've meticulously constructed unless I need its held. I also confided in
him of my stupidity the previous evening when I didn't inform the group as to the general look
of the scene. I had also gone home in the afternoon and I drew out where the benches were and
reduced the number of scene shifts; I gave them to Katie since she managed to not find me today.
I was in my office ... interesting. So tonight began as I gathered them together to pass out yet
another schedule to free up George for three nights a week from next week through the next two
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weeks, explained how I had realized that no one but me knew the general direction last night
since I had arranged the script from just a dance to more of a general party for the sake of being
able to more easily follow the action, etc etc. It worked. Given the work we did last quarter
coupled with some excellent instincts of the actors and my sense of what I want to see, at least
the process went smoothly and we had fun. It was the first night I walked out of there feeling
refreshed. Most importantly, however, I could focus on acting choices and begin to see
challenges. Jeff shuffles and doesn't seem free enough to orient his entire body to the action. He
is, also, becoming a more silly Claudio, too youthful (my god, the guy has been in a war; besides
there is a calculating nature about him). and moving away from the characterization I would
prefer. Isaiah is okay, it will be interesting to see an arc with him or is this all I will get? The
remainder of the week should indicate. Alex is taking more risks and is attempting to get his
entire body engaged which is fun to watch. Jillian continues to be a delight to work with.
George is a treasure. Krystl is cooperative and brilliant. Andrew adjusted to a new idea tonight
which worked well; Cole is demonstrating my fears of his commitment were unfounded; Aaron
is making huge strides in just believing in himself He really needs that element. It appears that
Dylan may not be enrolled so I have a plan to replace him. Jordan is the best fit for that role and
Scott said he would be able to fit him with a fat suit for his role as a member ofDogberry's
group so he appears very different. Brian Kiger is demonstrating a solid work ethic; so all in all,
the actors are doing what I expect of them. Katie and her ASMs were more useful last night; I
took a more active role in engaging them and they responded to the encouragement. Yea! One
night in which the process was productive and enjoyable. I hope my expectations aren't too high
for this evening.
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Thursday, March 30
We successfully blocked three of four scenes tonight; the other still has some work; but I know it
can be accomplished early next week. It appeared that Krystl was a little tired and although she
tried to mask it, I am glad that she was only needed for half the rehearsal period and she is off
tomorrow. She is, simply, trying to do too much (like most of us) and she was exhausted.
Allison is not filling the space with her voice or presence, and Jillian was somewhat too boyish.
Go figure, she's from Montana. I am sure that time will have to spent on Allison-she has a
quality that fits the part but there is a huge difference between those people who worked with
Wes and me last quarter and those who did not. Maggie has already come a considerable
distance. Her character is no longer stiff, deep-voiced and serious; I am sensing a lightness that
wasn't there before which is adding to her part. She also is figuring out how to manage her
transitions to the more barbed comments that she makes. Except Krystl, the leading women in
this show want firm direction. Interesting. The men seem to prefer that I adjust them as they go
and we work it out in terms of general areas. As a director facing scenes with only men and
only women in them, this was very apparent last night. When these particular actors and
actresses are combined, there is less of a tendency towards either of these extremes, but when
separate ... watch out! I see my job as accommodating what they need as actors as vital right
now. Challenges I see-Jeff is becoming too bouncy and silly as Claudio. He needs to find the
core of his character because his serious statements come out of no where. George is too
youthful; I don't want him as an old man, but he is too cavalier. I see Leonato as a man rooted in
philosophy, a reader who has little to no direct experience with personal heartache. George is a
little too playful; I don't believe Leonato is stogy, I see him more intellectual. Isaiah is closely
(
~

allied with the character I also envision. And Alex is coming along nicely as Don John. I enjoy
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working with him ... he has a power and an interesting integrity. All in all, not the absolute
exhilaration of last night, but a productive and thought-provoking evening for me. I know some
challenges that will face me in the coming weeks.

Friday, March 31
Tonight was "Dogberry and group" which I thought would be more difficult than it was. All of
them responded well to suggestions, in particular Brian and Tyson are delightful. Brian has
proven to have a great sense of timing and Tyson is continually contributing to the scene. There
will have to some extra time, however, spent with these scenes; for one, Rudy is playing
Dogberry like a puppy-dog. IfI didn't know Rudy, I'd think it more original. He is, also, not
using his body to punctuate what is being said, nor taking over the scene. Too tentative.
Arturo's delivery is evenly paced and monotonous; and Jordan was "acting" which meant that he
was very artificial and his choices were stereotypical. I decided to nix the cart because I think
it's unnecessary and more effective to drag the "stuff'' around; besides it'll create more of an
obstacle for Brian, and double as their cover. Compared to this group, Cole and Aaron have a
much different flavor so I think that that will work to our advantage. It was a painless evening
and I am looking forward to watching this group grow. I don't want them to be so silly that they
have no plausibility, yet they are the clowns and I want their choices to emulate from their true
sense of fun.

Saturday, April I
What a long day! We took ample breaks, and ended each session before we were scheduled to
end, but by 6 o'clock, I was spent. Katie was also tired, but she worked very hard today and I
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think she is becoming more comfortable in her position. Only Sarah assisted today, and she even
left early; I'm sure this was with Katie' s blessing. So Katie had to deal with block moving, note
taking, and dismissals without help-and she did beautifully. I am fairly pleased with the scenes
we did ... of course, when we truly begin working Monday, I may find that that statement comes
more from an exhausted stupor than any aesthetic. I do wonder if I've not used the upper
platforms enough .. . .BUT that is NOT what I need to focus on. I think I've given the actors what
they need to get where they need to be, however, I am questioning if George understands his
characters in the same manner that I believe is most appropriate for the material. In particular,
the challenge scene is so charged with Leonato-testosterone that I don't quite believe that
Claudio's character would flinch from the opportunity for a challenge with him; and then
physically, Jeff is so much smaller than George that it appears that a parent is abusing his child
than two equals sparing. I think Jeff needs padding in his uniform; and most definitely, he needs
to research male military behavior. I talked with Jerry yesterday, and he will try to get some
approval for Jeff and Alex (and?) to closely observe (and hopefully interact) with ROTC guys at
7 in the morning. These two need some research ASAP. I think both of them are reveling in
their roles and working hard; it's just that biology and age are rearing their ugly heads. Steve
was relatively easy to work with, although there were glimmers of him trying to take over. I
must maintain my good humor. .. and firmness. Krystl and Alex are beginning to work with
some chemistry; their sparing is definitely engaging and they both launched into the physical
work with commitment. Although they are not yet comfortable with each other, I know that they
will work at the chemistry. There is more physical battling than I originally saw; George stepped
in and helped out. His expertise is wonderful. I like working with this group of people-all kept
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their humor, were patient if necessary, and adapted. I am looking forward to shaping and
working now that it's on its feet. Yeah!

Week2
Monday April 3
Tonight was review for Acts 4 and 5; it was also used to acquaint the "dancers" with their jobs,
and to (of course) evaluate the blocking as one whole. One challenge will be the set changes;
although I have minimized them a great deal, the transitions need to add to the story. I plan on
discussing this with Derek and Brenda. The scenes between Beatrice and Benedict need some
physical tweaking, but I'm not worried about them; I attempted to adjust/finish the garden scene
that needed additional time last night; however, we only verbally walked through the blocking.
My stage manager doesn't have great communication skills and she has her backpack on and
looks surprised ... when I have additional time I use it and we still had 15 minutes until 10. It was
a little insulting to be told "it's 10 now" when I was in the middle of a demonstration. I didn't
mind the reminder, but her timing as to when to say it could have been better. Although we all
cheerfully went our way following that, Katie and I need to discuss how we can deal with time
reminders without either of us appearing to be inconsiderate. Rehearsal needs: props asap. Rudy
doesn't know his lines/ is slow and halting/ isn't filling the space; Brian is too physically loudat least he is wearing the proper shoes so we can work on this. Jeff is beginning to push back
when George confronts him (which is great). The wedding scene loses momentum-cues are
slow and the progression of Claudio's actions needs to be adjusted. Unfortunately, Isaiah is ill,
again, and his voice is suffering. I've asked him to hold back. Bride' was delightful; she and
George are having a lot of fun although it begins at a level that doesn't allow enough growth.
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Steve was late last night; but he did call me and since we went through everything twice, he was
able to work Act 4. He is definitely an asset to this production. It's interesting to note student
faces when they watch Steve, George, Krystl, and some of the seniors like Bride', Maggie, Alex
and Andrew. What an excellent learning opportunity for all of us. I think the cast is getting
along with each other, there appears to be general respect for the process and each other, and I
think it's time to begin group warm ups tonight so continue the ensemble feelings. I can hardly
wait for opportunities later this week to work with the scenes I saw last night.

Tuesday, April 4
Derek shared the model with the cast tonight and explained what the set will look like. We also
took some time to warm up; it was time well spent since I want people to feel valued and
maintain group cohesiveness. Tonight was probably the last craziness in terms of grouping
people; I should be ready for Dean to choreograph the dances. Currently, I don't like working
with crowd scenes on the thrust; the pictures move from center to the perimeter in order to draw
focus to the leads and at this point it seems to be less versatile and clumsy. I think some cast
members need to sit in the aisles; I can find those opportunities when I see it again. Overall, the
cast was cooperate; Steve was late so I didn't have the chance to integrate him besides telling
him to end up USR; at least 50% of what he did was brilliant; the rest can be easily shaped. Yea,
Steve! The music is going to be a huge help in drawing focus, and of course lights will be
incredibly important as well. I need to integrate the slow vs fast groupings as well. Some of my
problems lie in prop availability; I don't know what the decorations will look like, so it is
difficult to tell them what to hang up. The most difficult part tonight was coordinating Don
Pedro/Leonato/Claudio/Don John/Hero scene within the party. I believe we have it ironed out.
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Derek will be watching the show with me this Thursday in order to help iron out some of these
details. Acts 1 and 2 are just huge blocks; I have a lot of work to do. Unfortunately, most of that
will have to wait until next week since we need to choreograph this Friday and Saturday. I need
to use it for transitional work so I can focus on the acting next week. What a monster right
now-sprawling, uncontrolled, and fairly ugly. Side note-always bring extra glasses. I have,
somehow, lost my new pair and I couldn't comfortably view my notes. Tonight will be
smaller ... just Act 3 and working with Band B.

Wednesday, April 5
Tonight was spent on small scenes-Hero and Ursula duping Beatrice; Margaret and Beatrice
dressing Hero before her wedding; Benedict committing to Beatrice; and Dogberry scenes. It
was slow. First, the girls are tentative .. . they are so afraid they will deviate from my blocking
that, ironically, I had to insist on which word for them to cross, toss a ball, put on a ring. At the
least, we have ended up with a workable framework that provides all of us what we need for
now.

I know that as an actor, I want the small props accounted for and so I could understand

the detail issues with the dressing scene; the other was just odd. Jillian seems to need absolute
order for her to move forward; very controlling on her end. She, also, again was pushing for
answers that were unnecessary to know or answer at this point in the process; I answered her
firmly ... just do it my way, now-and stop talking about it. I know she will end up with a
polished product. .. maybe too much that way BUT her perfectionism guarantees that she has
thought out it and makes informed choices. . . but too cerebral. Now to the other extremeRudy and Brian. Rudy's lack of work ethic is beginning to rear its ugly head; I teased him in
front of George and warned him that if he didn't learn his lines "I'd tell Brenda on him; worse,

I
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I'd tell George." This MAY be the down side of being a student here, but I've worked with him
in an acting class and he tends to be lazy. I don't want to alienate him, so I'm trying to tease him
with an undertone of seriousness. BUT he left his script so I know he will not be working on
lines or character until at least tomorrow; he was attempting to become more authoritative and I
saw a glimmer at the end which I believed. The tone of the Watch is too unreal compared to the
other characters ... they need to be credibly inept ... not a sit com. George thought I needed the
help with direction; he made sure I knew that Rudy was too slow in the scene so George told me
he needed more push from the other. Okay, George. Thanks, but stop. The cue lines were
painfully slow and Rudy wasn't holding down the stage when he did some comic bits that were
didn' t stem from an impulse. I will be spending extra time with him and Brian. It may come
down to line readings, but I will resist that until late next week. He should have no trouble
getting it together by that time IF HE WORKS. I may ask Wes to work with him; it is
discouraging to work with people who think their talent will get them through. It won't; besides,
he may be cute and large, but he isn't that clever. All in all, the show is ready for an overview
analysis tonight and it should be illuminating.

Thursday, April 6
A train wreck. We have so far to go. As we work next week, I need to be focused on
scenes rather than the whole; it is such a large project that it is difficult to comprehend having it
all done. The lack of the correct items is a little concerning since it takes time to re-explain what
business they may be doing; but I know that the wait will be worth it. Derek came up with a
wonderful idea today; instead of just an entertainer, why not add a coffin? Anyway, we will
need to drape Rudy and? for this task. Perhaps Steve ... because otherwise, I'm out of men. I
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made a rehearsal schedule for next week based on what I saw tonight; I plan on attacking
sequential bits so the transitions can be worked out as well. It's somewhat tricky because
George needs some time off for various functions ... .I have to change my perspective for the
show since much of the show looks great from two sides. Only. Too bad there are three
sides ... maybe we should sell cheaper seats in that area. Seriously, I plan on sitting there to
correct; at least the large scenes worked. What was frustrating was that characters were gone,
communication was absent, blocking was sloppy, and the entire show was flat. Basically,
everything was sub-standard. Derek didn't like the tambourine toss game; okay, that can be
changed a little---we were using toys and beauty bark. They bounced. One of the most
significant problems was the over abundance of set changes; I have reduced the number of
scenes (again) to work with this set Streamlining as we go here. Anyway, tomorrow should
help since we will be working on final choreography. Oh yes, it was noisy; but, frankly, that
problem was not huge compared to the problems I saw on stage. It was difficult to take notes
because there were so many problems. I hope tomorrow is better. Katie said it wasn't bad for
the first time through; and it is a long show. I imagine it's running at about 4.5 hours now.

Friday, April 7,
Dance is almost complete! The party scene looks great so the pre-work has helped---and
the painfully slow adding in more people work up to the dance also aided what went on tonight.
The evening was fun! We discussed the noise level, breaks, and the like ... .I told them that if
they hadn't worked for an hour, that that time would be considered a break and to use it as such.
I also told them they needed to work in the halls on scenes, walk around the perimeter to limit
distractions and noise, and to listen and be more alert to what was going on on stage. They
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responded positively. The first dance looked fine, but it was too predictable and the stage wasn't
used enough, so I came up with different patterns that bastardize the dance, but use the space
more. The funeral dirge movement is perfect; it's beautiful, dignified and fitting. The last dance
was the most fun; it is a combination of a "hay" and an English country dance. The cast had a
great time with it and we staged interactions that made for a fun interactions rather than just
sitting around watching the leads talk and talk and talk. Dean worked well with everyone and
the students really seemed to enjoy the experience. We ended rehearsal a little early because we
had completed what was slated to be done. What a relief Now we just have one dance
tomorrow plus stage the ending; I wonder if Dean would have a suggestion for the dance at the
top of the show. We will certainly have time to discuss that over breakfast tomorrow morning.
This afternoon we spent a large amount of time discussing evaluating the set for the dances and
discussing my staging. We worked very well together and it was a positive experience. His
expertise and love of this work is contagious. Looking forward to the rest of the week now ... and
I think the cast feels empowered because they can now see that they have things to do besides
move furniture around. The group dynamic was wonderful.

Saturday, April 12
Choreography, choreography. Dean and I worked with the various dances and I set the
party scene. Things are looking better; the "frolic" is really wonderful. I am not happy with how
slow the lines are made prior to the masque, nor the patterns on one side of the stage; those will
have to be altered. The movement to the tomb is perfect; the last dance has potential, although I
think it may be a little long. I have an idea that I'm going to try next Friday; all in all, it was a
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wonderful treat. Dean talked to the cast about the time period, was totally engaged in the
process, and took a burden off me. Thank you.

Week3
Monday, April 10
Worked on the masque scene; they are being a little life-less until the dance begins; the
patterns actually got worse-it just takes a few too large steps and the bulk of the dancers are on
one side. Again, this work has to be tweaked this Friday. We worked on that and more firmly
set walking. It is looking better. The meat of the scene, however, the betrothal and the
relationship between Don Pedro and Beatrice needs attention. Timing is poor, and verbs? That
is work for Friday and Saturday this week. I am angry and hurt about the way that George took
my suggestion. I don't know if my idea will work; he sees his character so differently than I
need and want. Instead of trying something, he got monotone as did Isaiah. Pisser. I will have
to find him tomorrow and talk with him about what I want. I DON'T WANT a MAAN that
looks like a copy of some movie, that has no background for the politics I need for the end. This
is not going to be just a love story ... frankly, that's boring. It's been done, and you can rent a
dam good movie cheaply if you want to see that. Isaiah needs to be additional work to develop
his character. He is beginning to rely on "I don't feel that emotion" rather than stretching
himself with a different persona. I am saving extra time for him this weekend.

Tuesday, April 11
First night of Production Application class. Scott, Derek, Chris, and myself talked
through our concepts; it was a helpful step and I only wish George had been there. He doesn't
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have to attend these classes, but the information may have gotten him "on board" faster; I will
have to spend some additional time with him, but I gave him a concept statement that will
certainly stimulate some different choices from him. Derek and I spent some time looking at
props today and looking at the possibilities of the blocks. They will be useful, but they are
heavier than I first thought they would be; I think, however, that the ability to use them in
multiple ways than just in multiple spaces will give the set the differences I want. The rehearsal
tonight was productive: I sent the Dogberry group out to work with each other for about one hour
and a half. .. I asked them to come up with some comic business; meanwhile, we worked on a
limited number of scenes. Overall, the garden scene between Hero and Ursula is shaping up; we
have gone back to tossing the ball; Jillian is taking more risks. I still can't hear Allison as much
as I should. George is fine, although he seemed to revert more to being silly; Isaiah is having
trouble with being the authority figure vocally. His voice is not as
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are his choices

firm enough; he was sighing as well which weakened him. I don't think he has done his verb
work. That will have to be pushed later this week. Jeff takes direction well and is working on
being more still and confident. Jerrod finally sang last night and it was a solid beginning. I
asked him to stand and that change worked. What is most frustrating is that the men's scene is
relying on movement rather than their relationships for it to work. I need to think of a better
activity for them besides just breaking up and coming back together; it is too random. Andrew
works extremely hard as does Aaron and Cole; they are improving and the scenes are becoming
more interesting. I asked them for more conflicts between them. I see Conrad's relationship
with Don John as a potential love interest and they are playing it with a wonderful tension. Cole
as a usurper like Don John. I am enjoying working on smaller scenes.
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Wednesday, April 12
Some progress tonight with two scenes in particular; the wedding dress scene is
beginning to have connections and shape; I want Hero's nervousness to translate to sharpness as
she attempts to control her world; the scene has more variety in it now rather than just being a
dressing scene. It's about leaving, friendships that may be altered, and alliances, and it's fun. So
I am pleased with that scene's progress. I am, also, pleased with Rudy's work, but we still have
to find the right ingredients. I don't super silliness as working, and although the business the
other night was fun, I'm pretty sure that we will not be able to use it all. The work tonight
between George, Rudy, and Brian improved, and the blocking is fairly set; but I am going to try
George walking in so his reaction to their presence begins the scene. Now it begins with a quick
walk on and it doesn't give the audience the necessary info about their prior relationship. We ran
through the wedding scene twice, more for lines and minor blocking changes. It needs shape.
But Steve was having line problems as were a few others, so it was better to let them run through
it. I will be cutting Steve's lines; it's too long and I don't believe he will learn all of them. Steve
gave some ideas last night which was great, but the process of his input was over-bearing. I will
have to watch him. I was also unhappy with the noise level in the room; I yelled, and then
charged Katie to keep the troops quiet. We have a long conversation following rehearsal. Katie
is unhappy with the lax attitude of cast members concerning their call time. This week I was
working with four scenes a night, with the largest scene being handled first and the actors being
dismissed following it; last week they had specific hours for each scene, and next week they will
have that as well. This week I didn't want to be locked in to a particular schedule in order to
adequately see what needed work. Katie told me I didn't need to justify myself to the actors; but
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there does need to be a talk Thursday. Also, it appears that George may be adding significantly
to the noise; the ASMs confirmed that. I hadn't seen him doing that. .. but it has to stop.

Thursday, April 13
We laid down the law tonight about behavior; it was difficult because I knew that they
would end up feeling badly and it would affect the rehearsal. It did, at first. But they focused
and got over it quickly and it was a productive rehearsal. I altered the beginning for more
spectacle as the prince enters; George attempted to be more of a suck up, although he didn't say
all of his lines and so there wasn't much to judge. The wedding scene needs work; it is too
sterile. The scene after between B and B is also too distant; Benedict is holding back. That is
one scene we will be working on Saturday. Alex is afraid to let go and take risks; his heart isn't
in front of him. The girl scene is shaping up ... it's more fun and has more dimensions. I need
time! I will have to alter my rehearsal schedule to provide some one-on-one with Rudy, Alex,
Jordan. Jordan, however, made a wonderful discovery tonight. He gave up his "to defend" verb
too quickly and was indicating; I asked him not to act and to not give up his action until he
absolutely had to surrender; it worked very well. Krystl and he had some fresh moments that
were very interesting. He looked like a bewildered, somewhat frightened bird at one time, but he
stood his ground and it was wonderful. He was truly listening and responding to his adversary. I
hope there are more moments like that. Rudy is still involved in self and not communicating
with the others. That will hold until I see him next.
Friday, April 14
Tonight was a massive dance review and a time to strengthen the patterns; one of the
problems is the hexagon stage left-it keeps getting in the way for any fun pattern to emerge.
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We have to work in circles and orient it to three sides; difficult. Derek was in most of the
evening so he could see placement of the actors and play with the newly finished blocks that are
our furniture. That took a little too much time; the acting was horrible tonight. Unfocused and
flat. They may be tired, it is also difficult without George being in scenes; although Jeff doesn't
have that excuse. He was being lazy with his interpretations with Alex and the two of them
together were bland. Andrew was, also, uninteresting. Maybe he was tired, whatever he was it
wasn't engaging. The dancers got a tremendous workout and kept retreating back to the
bleachers to sit although they weren't let off. I found that fascinating. We fixed one pattern, and
I believe we are close to repairing the other. Rudy and Albee played with his entrance, but that
also took time since Albee couldn't dismount correctly off Rudy's shoulders because Rudy
wasn't lowering his head. Derek has a great eye for that and saw the problem instantly. They
repaired it somewhat. .. .but it still isn't fun enough. The entertainment, however, is great and I
know the scene will look fine. I'm tired.

Saturday, April 15
Today's small group sessions were productive. The garden scene between the women
and the pre-wedding scene were first; relationships are beginning to emerge that are more
compelling and truthful. Jillian is capable, but sometimes she gets lazy vocally and her lines
sound all the same. When she works, it makes a huge difference. I like the chemistry between
her and Allison. Allison is continuing to work on projection. Although it is better, it still seems
a little too polite. I had B and B do some emotional work; Alex really needs to break through
this barrier. He acts in his head, thinks before he moves, and is afraid ofK.rystl. Today was
focused on them becoming more comfortable with each other; the scene work improved as well.
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Also worked with Isaiah and Jeff. .. pleased with the progress but still a long way to go. Isaiah
was worried about rumors he heard -I guess George was telling people that he was difficult to
work opposite because he didn't give him much. I think I got that under control and we had a
productive session. Jeffs physical habits get in the way of him appearing larger ... also working
on that. The playfulness between Benedict and Claudio has begun to emerge which needs to
occur. All in all, I was pleased with today. We focused on language, relationships, connections,
and refined blocking. It worked.

Week4

Monday, April 17
Tonight was a good rehearsal as well, although it began as usual with the group warming
up for a considerable length of time. The party scene has shaped up but the boys are still
appearing as boys and the interactions between them and the girls are bland. They were told to
do some research so they will have characters by the test tomorrow. The scene looks pretty;
Albee was there last night and that is a considerable help since it gives more reality to the party.
I am concerned, however, about some platforms that Derek suggested and promised me that were
to be in the back of the "house"-1 have blocked with them in mind and Albee told me that there
wasn't a budget for those and they hadn't appeared on the blueprint or shop list. I asked him to
talk to Derek about them; I will as well. Interesting. Also tweaked the staging for Don John's
lies; but I need to work with Jeff; he is struggling with his role right now. Reblocked the garden
scene with the men and I am satisfied, although George may be going too far with the drinking.
At least it is easier to follow and the structure is more to my liking since it provides Don Pedro
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with more of the control rather than Leonato. I moved the blocks in a different configuration
which worked well for Beatrice, but Benedict's choices were confined. Alex needs to learn how
to play and take risks! Saturday was good for his relationship with Krystl, but his basic nature is
to be careful; I will have to work on that, a lot.

Tuesday, April 18
Prod App class; this basically meant that we had a slow start. Warm ups extended until
7:15 which was absurd since vocal warm ups are ridiculous for the dancers. The show closet
was locked and we couldn't get into it, and various other slow downs occurred-we had to reelect a deputy since Dylan isn't here. TIME WASTED. The rest of the rehearsal, however, was
well spent. Steve doesn't know his lines and he may to read them off the plaque he will receive;
the scene seems to be too slow as Steve blessed everyone excessively. He needs some variety in
his blessings ... to speed things along. Visually, it's great. Jerrod should get his melody for his
portion by Thursday; he knows the lyrics so that should go relatively quickly. He really needs a
character. Rudy and Brian worked on lines in the hall; the girls worked on their garden scene out
in the hall; and Andrew explored additional choices for his Don John. It remains tricky since
most of them are playing the same note; Isaiah really needs to work on this as well. His vocal
work has been particularly "safe". I will be giving them some work on vocal technique this
Friday or Saturday. I am really pleased with Alex's progress; after last Saturday he is taking
more risks, the chemistry between he and Krystl is more real, and (without an audience) he
seems more physically engaged. He is really working on this and his commitment has actually
improved. The note I got from Jillian was an apology for her attitude last week; she didn't like
showing up for any additional time unless her scene was going to be rehearsed right away.
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Interesting perspective ... now I am calling for "hall time" in which they are directed to rehearse
outside on various scenes. I thought they would do this without a directive ... how wrong I was.
Anyway, most actors seem okay right now and the rehearsals are working much better. Katie
has finally begun to do her job; although she is still not telling me the time. I will have to remind
her about that tonight. George is being somewhat difficult; I gave him tonight off to see
Garrison Keeler, and he has been promised Friday off to evaluate Fool of the World; but I need
to run the show and he has "to see" if Saturday will work for him. The following Saturday is
being spent helping his brother move. Hmmmmm. Although I've confronted him, I need to
reiterate the needs of the show. From what I've heard, he demands Saturdays of his cast
members without question; I wonder why he believes otherwise for himself. If nothing else,
students are seeing this and they will likely be more resistant to his demands if they work under
him after this ... maybe not aloud, but I believe they'll think it.

Wednesday, April 19
Brenda visited tonight which altered the atmosphere of the rehearsal. She was easy to
listen to; I enjoyed her comments which were insightful, quick, and provoking. I have to ask her
about the "ripple" of reaction; I've never heard about that but I am intrigued. She found fault
with Katie not beginning the scene; I was merely following George's advice since Katie hadn't
been starting the scenes and beginning them myself Brenda made it very clear that that wasn't
appropriate. Okay, we'll change that from now on. I need a "Nazi SM"; working with a high
school "boy" for the last four years have spoiled me since he was one of those highly organized,
demanding type that loved the power that the SM position afforded him. I knew I would miss
Ernie and Katie, despite her SM training and experiences, hasn't been fulfilling even the duties I
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had given Ernie at EHS. Anyway, it was repaired. Thank you, Brenda. I admire her discerning
eye, but I cannot work the same way she does. And, of course, my working atmosphere would
drive her over the brink. I appreciated her comments about the scenes and I want to process her
comments before I decide on some of them. For example, she hated Kryst! on the floor for so
long. I'm not sure as yet. After Brenda left we worked on Dogberry scenes and thank you,
Rudy, you had determined your actions! The capturing of Conrad and Borachio is too slapstick
and will be tossed out the next time. But the work between Aaron and Cole is shaping up. I
want their relationship to be much more antagonistic and I believe we have made a great deal of
progress. Arturo needed a lot of help with his line and I finally did a line reading for him. It
helped, but I think the first portion of the line needs to go to someone else to clarify the action. I
don't think he can adjust quickly enough for that to occur. All in all, an interesting evening. I
will have to talk to the cast tomorrow about their odd behavior when Brenda was there. Yes, she
was giving me notes; but George was edgy, reactions were stilted, stakes were low; it was as if
they were all being on their "best behavior" which made for an unfocused cast making careful
and boring choices.

Thursday, April 20
Okay, the rehearsal was more relaxed. Rudy has worked and his scene work with George
was much more entertaining and most importantly, he had motivated his dialogue. I am proud of
him since he is taking control of the stage and his work with Brian is becoming more honest. I
would like to see them experiment a few more rehearsals before they lock in completely, but it's
a delight to see him progress. I didn't have the large group together until 8, but I made sure they
knew that I didn't want them to play to any audience member. Brenda's presence definitely
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impacted them and I don't want that to happen on Monday when she returns. I elaborated about
the reality of someone being publicly shamed, and that raised the stakes at the wedding and the
overall dynamic of the scene. Steve, however, is not cutting the lines I asked him to cut. .. and
the tomb scene has become the Steve Show. I will be cutting all of his focus since the scene has
ground to a halt with his continual crossing ... .I liked the experimentation, but now I need to
shape it. George does not know his lines in the later portion of the script; this was probably
embarrassing for him, but he didn't pick up his line notes at all. I need to see Jerry about this
since this morning I gave Jerry the line notes that he had thrown away from Wednesday evening.
That can be remedied I'm sure, but George also stopped a scene and began screwing around. I
wonder ifhe realizes that his credibility will suffer when he directs himself due to his lack of
focus. I do have to talk with him about that; before the run on Saturday. He has been so helpful
that it surprises me when he acts like a teenager. I think he may dislike the SM and has decided
to be uncooperative for her since he ignores her. He is smiling at me still; although that may
quickly change as I begin laying down some firm directorial decisions in the days to come.

Friday, April 21
I couldn't get a hold of Jerry today; we kept missing each other. Brenda gave me
another strategy at dinner tonight and I think I will utilize it on Saturday following the rehearsal.
Most of the actors were taking a break tonight because of"Fool of the World". Met with only
leads and worked on some scenes with them; handed out some material from Freeing
Shakespeare's Voice and insisted that when they weren't working they would read it. Andrew
and I got into a little disagreement; and worked it out. I am tired of him bitching about
insignificant things, and when he insisted that we had changed the blocks when we hadn't, we
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had a quick showdown. He pushed his belief even though I assured him it was the same,
reminded him that Isaiah and Krystl had needed it altered since last Monday ... that was fine until
he didn't believe me and made the mistake of voicing that opinion again. That was when he
discovered my boundary. Again, it was worked out, and I doubt that he will cross that boundary
again. Andrew lead imagery work out in the hall following his portion of the rehearsal. He
worked with Jillian, Isaiah, and Jeff. I think he felt guilty; but he may have done it because it
allowed him to take a leadership role. I hope for the later. Krystl and Alex worked on their postwedding scene; specifically we were trying to move from the intense close proximity that was
necessary this last week, to an intensity coupled with theatrical distance so the audience could be
let in. I also asked Krystl be less passive in the beginning moments, we discussed Beatrice's
actions, and then one hour later we finally moved on. She wants to "feel it" and yes, I would like
her to feel it, but more importantly, I just want it done. She is wonderful and exacting, but high
maintenance. We stayed after rehearsal and worked through two lines that she couldn't justify;
this lead to more changes being made. All in all, it was time well spent. Alex was directed to
change his verb at the end more so that the scene now ends with him taking charge more
completely. I like it far better. Also worked with Jeff and Jillian with the dagger handoff; "ran"
the wedding scene. I will be working with Jeff Saturday night. I know he hasn't figured out his
actions as yet and I will have to do this with him. He tends to make sure I know he is listening as
the character, rather than just listening. The placement of the "sun dial" has ruined a moment
between Alex and Jeff; I will have to work on that moment. Isaiah was working on his voice
(due to the reading), but his character lacked since he was focusing on vocal placement. Too
friendly, again. Too young, again. Too Isaiah, again. The rehearsal tonight was over too
quickly. So much to do. They have to begin working on their problems at home.

f
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Saturday, April 22
Horrible. My blocking sucks ... ifl see one more scene stage right I will puke! I
reworked a few scenes after the run to place them on the other side; the octagon gets in the way
and it has created some difficulties. I do think it is worthwhile, however, for the scenes in which
it highlights the action. I was disappointed with the run today for many reasons: for one, focus
was horrible. Two, no energy. Three, George pretended to sleep and he doesn't know his lines.
Four, Steve doesn't know his lines. Five, Isaiah's character is too passive, quiet, and
uninteresting. Six, Jeff still didn't understand actions and I was peeved that he didn't ask me
what they meant. We worked on them together, but I need to spend some extra time with him
now. Seven, not everyone has turned in their homework for Prod Application class, and I
wonder how I should deal with their grade. Eight, the timing of scenes is poor. Nine, nothing
has shape. Ten, Krystl was asking for Alex to act against a block of wood ... she demanded from
him, but gave little in return. Eleven, the sloppiness needs extensive work. Twelve, there are no
tempo changes. Thirteen, we are still lacking props. Fourteen; we didn't have all of our tables
tonight and during the transition rehearsal, Katie didn't know where they were-nor did she
notice. Fifteen, the shifts look awkward and Katie doesn't seem to know how to organize them.
I suggested some alternatives, but she was loath to accept them. The trees, in particular, are
difficult to move using only one person. And did I mention that we needed to reblock some
scenes? The evening was spent working on a few scenes; I know that they are not thinking of
character choices at home. But experimentation time is over for them, and now it is time for me
to push.
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Sunday, April 23
Chris and I worked for six hours today on the music selections; I think we made some
okay choices. It is difficult to maintain a unified sound; especially since I am buying all of my
own CDs and it is getting expensive. We made educated guesses concerning the timing; I hope
that the music will aid the actors concerning tone and tempo; I know I have to comment on it as
well ... but music is such a wonderful tool.

Week Five

Monday, April 24
I talked with Scott, Jerry, and Brenda today about George. All supported me; I hope he
isn't hurt or angry. Ijust need him to do his job, even though he is overloaded. I wonder ifl
could assist him in any way during the coming weeks. Rehearsal went great tonight; we
choreographed the beginning number which was making me crazy. Okay, rephrase time-I was
frustrated with it because I didn't know what to do with it; I finally worked it out and the patterns
look interesting ... for now. It was a good beginning for the evening. Brenda visited; thank god
the cast didn't act weird this time. Worked on the soldiers' entrance and got that timed to some
music and made it more ceremonial. Have to continue working on their feet work. I also
repaired the frolic dance so the focus points to Alex and Aaron. We also worked on the garden
scenes- Brenda is such a help; her ear is so much better than mine. She knew what was wrong
with Isaiah's voice, and knew why I couldn't understand Jillian and Allison. Jeff is working
hard, but he still moves like he is a little boy. I hope the costume helps him. Speaking of. .. I saw
Alex's costume today and it is WONDERFUL. I talked with Derek early today about the
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props-they seem too loud, tacky. I want subtle color changes and a beautiful set; some of the
props look like something a clown would use. I think Albee needs to find a new entrance
method .. . Rudy can't seem to safely conduct him to the ground. Although we didn't get to 3.3
tonight; I felt relaxed and productive. I know this is late, but I'm finally feeling like I can exert
myself. I wish I wasn't such a pansy in new situations.

Tuesday, April 25
Productive, although I've noticed that I will focus on a few moments that I believe
pointedly illustrates relationships and pound on those relentlessly. Jeff made a huge step forward
in the masque scene; it is obvious that he is working at home. George seems to have made a
decision to truly commit to this project. The first dance is too stilted, although they loosen up a
little through the entertainment-and more in the next dance; I think their final moments with
each other needs to be a little more intimate so I'll fashion some poses for them next time (this
Thursday). I am excited about Alex's commitment-he is working on being honest, strong, and
varied. Isaiah has promised to work on his voice, although he is still "clipping" or undercutting
others. He needs to top others vocally and I need to focus on that aspect of his work. Jillian is
dropping the ends of her lines; she needs additional time kicking the box. Brian's soldier
character is telling a story of rejection during the masque which is wonderful. His Verges is
becoming more real although it is pushing the limits. Rudy's gestures are too feminine and he is
still struggling to find Dogberry. I need to find an aid for him; Brian suggested a wrestling
image. It may help him. He promised to work on it and I'll see his work more tonight. The
Watch is, also, becoming more rough and believable. Jordan looks great in his fat suit and that
element is amusing. Krystl, Alex and I reworked the post-wedding scene between them; I hope

I
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it's not too artificial, but it is beautiful now. I'll get to evaluate it within its context tonight.
Working with Aaron, Andrew, and Cole is painstakingly slow. I don't know why, but it takes so
long for their scenes. It's probably the combination of actors; Aaron and Andrew are both very
careful when and how they proceed. They need to work on this scene in the hall tonight to
discover some more potential. Their sexuality has, also, lost some of its impact. We didn't get
through everything tonight which was annoying ... I had scheduled too much for us, especially
since we didn't begin until 7:20 or so due to Prod. App. Thank goodness Katie sent the actors to
the greenroom. That lack of noise really helped focus the rehearsal. The music is helping set
mood; actors seem helpful and ready to work. All in all, rehearsals are beginning to make a
difference.

Wednesday, April 26
Tonight was productive, although slow again. Working out details takes a while-I am
mostly directing from a distance now and notes will come next so the actors can experience it
without my interference. I have been trying to let them do it, correct them, and rerun it. It's
exhausting for them; in particular we need to focus on 5. 4 and 5 .1. I am going to work on those
before we attempt the run Friday; I will also use the time prior to the run tonight to work the
scenes we didn't get to Monday evening and clean up others. Jordan was ill tonight and I sent
him to the emergency room. He said he couldn't breath and he was in intense pain. Later Katie
called me and told me that the doctors released him without a diagnosis. Katie is a wonderful
person, but she is still lacking as a SM. Sarah took over for her for a few minutes while Katie
was checking on Jordan. Such a difference. Katie really needs to work on her skills so she can
be employable. Of course that makes me examine my own skills as well. I enjoy the
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collaboration of working with the actors at the beginning to create and understand when I have to
tighten the scenes (which I'm in the process of doing). The biggest problem, however, this
project is that my SM and I are poorly matched. In every effective organization there is a social
specialist as well as a task specialist; Katie and I were both heavily in the social end of things at
the beginning. On top of that, I didn't know how much she lacked until things progressed. I
know what to look for and correct earlier; the SMs I've worked with before have been naturally
more controlling and I should be able to help them achieve that if they don't have those skills. I
just didn't need to focus on that with this show. I am concerned about the language; I know that
some of them are dropping the ends of their lines and I'm trying to make them aware of that; it's
difficult to catch the phrasing unless things seem odd. Rudy really needs polishing-I asked him
to walk like John Wayne. He was experimenting with his eye patch (was I thinking of Wayne's
older movies in which he plays a character with one?). At the end of rehearsal, he pushed
through the "I am an ass" monologue and found some strong choices. If he could take more
command, then Brian could back off which would be more appropriate. I asked George to back
off on his challenge so it would appear more manipulative and so Alex's challenge would top
George's. At least now Jeff is not looking picked on. He is carrying himself with a lot more
confidence. The show is moving about 1/5 too slowly. Okay, that's a stupid number, but it is
moving too slowly in many of the scenes. We have to change the music for the beginning of 5 .1
as well because it is too maudlin. I asked Sarah to conduct a dancing rehearsal Thursday on the
ending music; they need to look like they can dance. There is little uniformity, especially with
the men. They kick oddly, have poor spacing, and their interpersonal work with their partners is
poor. Basically they appear as if they don't fit. That will occur in 119 if Dave can give us the
space; until they look better they will be doing the dances for a half hour each evening. I think
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the mirror in 119 will be an aid and I know that Sarah can manage them. Having the cast wait in
the greemoom has made a big difference; the actors can focus and those who are waiting can get
their homework done. Thank you Brenda! I didn't know we could do that and my SM didn't
mention that possibility ... if the cast was smaller it wouldn't be a problem, but with 24 .... The
costumes are beautiful and the actors pop out from the background; it's going to be a visually
interesting show. The cubism is beginning to emerge; it's exciting.

Thursday, April 27
It is obvious that this is a difficult project. I take responsibility for the reblocking, but
reshifting now has largely been a result of the actor not being motivated to move, or they seemed
too far off stage (example 1.2 with Leonato and Antonia) to be effectively seen. We finally have
gotten some answers as to what is being hung up and when. That has aided some of the neverending questions. When there is a large amount of "negative" space left on this stage, it seems
REALLY empty; more so than a proscenium. Hmmmmm. I like the proximity of the actors to
the audience, but I think an "L" or tennis court arrangement would have been "easier" in many
ways. The tennis court, however, in this room would have been endless .... The most annoying
aspect is that we move forward, but then other important elements are left in the dust. The
language, for example, is becoming problematic. Isaiah's choices do not demonstrate any time
with Wes; and Jeff seems younger and more immature with every rehearsal. Alex is improving..
. Andrew has temporarily hit a plateau. I know he is uncomfortable with blocking changes, so
when I reworked his scene with Aaron, he was unnerved. I am thoroughly DONE with adapting
my rehearsal schedule to accommodate others. I really need George to help push; not just flex
his masculine muscles in front of the students, but to give me what I would like to see in

Somers-Gulsvig 31
Leonato. Steve is making an effort to help out; at times his choices are too obvious. His
business has to consist of more than prayer; at times it is "over the top" prayer. We warmed up
with an "orange" exercise ... I'm hoping to promote more intimacy in the masque. That scene, in
particular, isn't working and I will not be able to adjust it until Friday. The cast had a great time
with the exercise, and I believe it (at least) created a sense of fun that was needed; the
opportunity for play right now is fairly limited and I need to make sure some ofthis is
incorporated within each rehearsal. For the most part, I believe trying to put together a show of
this size is ludicrous in this length of time ... especially since we are bound to a limited amount of
rehearsal time each evening. Especially when I have a stage manager who is still having
problems taking control; and when she does take control, it is coupled with phony compliments
to the cast. Now we are having illness in the cast. Jordan was sent to the emergency room with
??? I hope it isn't contagious. I hope it isn't something really nasty like the Norwalk virus. All
in all, Act one isn't that long... the combination of poor language, SLOW cue pick ups, and
poorly executed characters made for a long rehearsal. Is anyone working on this anywhere else?
And the set changes are absurd. It took us almost the entire rehearsal period to get through the
first half of the show. So much to do; it still appears like a sprawling giant. I wonder what Act II
will look like tomorrow. What is really lacking is a sense of communication .... has anyone
bothered to identify their essential actions? Is anyone listening to anyone else on the stage? Just
words ... lots of words being spouted/recited without focus, without meaning, without reaction. I
am making a list for Saturday's rehearsal; unfortunately, it is a long list. I talked about art
tonight following the rehearsal-and I asked them since their art was recreated with each
performance if they would be proud of what they had created, or if they could even call
themselves artists this evening. I don't believe yelling at them will accomplish anything; but
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they appeared more motivated after our talk. It isn't enough for this group to tell everyone that
they have been cast in a Shakespeare ... I think they may have gotten that message during the
notes tonight.

Friday, April 28
First paper tech today. It went fairly smoothly; Derek has some great ideas which should
help communicate the concept, as well as lend a beautiful element to the production. I like
working with him. The costumes are really moving forward; I spent some time sewing labels on;
I feel badly for Paulette. She is working and working, but there is so much to do. Although my
sewing is pathetic, I wanted to demonstrate my interest in all aspects of the production. A
problem I hadn't foreseen, however, is the painting. They say that a lot will be accomplished
this Sunday; I am a little worried about it since the stage seems too heavy on the right side, and
with only one column painted, it is difficult to see how much will be too much. The trees,
however, look great that surround the audience! I really like that element. I talked about
communication prior to the run tonight; we only focused on Act II tonight; there was some
progress and many of the problems I had seen last night were being worked on tonight. There
were some reactions, more pointed line deliveries, and overall a better sense of character. Jeff
and Isaiah, however, along with Dogberrry are the weakest links right now. Dogberry is slow;
and it doesn't seem to matter how much time I pour into Rudy, he reverts back to the same
character type that he is famous for in class work (the same character choices I've seen him do in
Intermediate acting, and the same ones Brenda has pushed him to change). He isn't consistent,
his movement is awkward, and I so I need to move him as little as possible. I will be working
with him and his gang on Saturday. Isaiah should know better, but his breath control is horrible,
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his lines are flat, and his character is not consistent. I would like to see less finger pointing, and
more genuine character. We've talked about the difficulty and he has mentioned how challenged
he feels. I believe he is working, but currently it isn't translating. Krystl is making some
interpersonal choices off stage that seem to indicate she is tired, and a little fed up with some of
the others' lack of motivation. I know she and Alex are going home and working on the
language; it is obvious that she is feeling disheartened. Jeff has gotten increasingly ineffective;
his wedding/shaming scene tonight was hollow; he is not responding to others, and he is not
using the language effectively. We spent a considerable amount of time after rehearsal working
on some language skills and he realized that he had begun to ignore what Wes had stressed.
Again, there is so much to focus on that I'm sure some of the problems stem from inexperience
and a lack of time. I know that on my end of things, I am still working on the challenges that this
stage configuration has given me. It is funny, but I have been more prepared than ever before to
block and rehearse scenes, and yet it hasn't been enough. Some of it has been a deliberate
attempt on my end to hand over the choices to actors in the beginning; but now I see how much
they need a firm hand. I believe they have felt empowered; but it has taken a lot of time. Brian
has been a constant delight; I wasn't sure ifl would enjoy working with him and he has become
one of the most valued members of this cast. Not only is he always prepared, on time, and
focused; he has a fabulous attitude during rehearsals. Another surprise has been Aaron; his
audition was so horrible that he was just awarded a position because we needed an extra body. I
am so glad that he was given another chance ... his Comade is becoming more and more
interesting and his work ethic and behavior during rehearsals make him, again, a valued member
of the cast. Andrew is somewhat pouty; I think he has a difficult time coming to grips with his
role. We are working on getting along ... it isn't as natural as it was when he got to do anything
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he wanted. Hmmmmm. The women are working hard; they don't have much to do at times, but
I did send Sarah off to conduct a dance rehearsal without me. They really need to be
worked ... the men hop and act too silly. There is little uniformity in terms of style and spacing. I
hope she can begin working on this; I will have to have another rehearsal this Saturday. Jerrod's
singing is lovely, but his characterization is still flat. Cole is an asset; Steve is still over-doing
the tomb scene and it has to be cut further. I stayed late with Jeff and we worked on his language
choices, and tried to bond a little. After last night's rehearsal, he was acting wounded... I
thought we needed time together so he could know his efforts are appreciated. It became a
joyous occasion and he realized that he had "forgotten" to work on his language; again, there is
so much for each actor to do, at times there is a loss of focus in a needed area. He confessed his
lack of experience was really getting in the way; I told him I wanted him to stop focusing on how
I reacted to his choices during the scenes. He has been trying to learn all of the basic acting
work (plant/reacting/essential actions/focus and concentration) plus change his physicality (his
posture has been hunched and his stance too boylike); and memorize his lines. So it is little
wonder that language work went away for awhile. What he demonstrated after rehearsal was the
ability I had heard earlier on during some of the table work we did; it was great to hear that and
see him become excited and reassured. It was time well-spent. Now we have to get some malebonding going on since he doesn't appear to have any relationship with Isaiah or Alex. Overall,
the second portion of the show looks stronger than the first. At least they were listening and
trying to communicate with each other tonight.
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Saturday, April 29
We worked scenes from 10 in the morning until 5 in the afternoon; made significant
progress in most scenes worked. Specifically we worked on the girls' garden scene, Don John,
the dances, Dogberry, the soldiers, watched a little of Rob Roy for a battle scene; I am trying to
make our "men" more mature. The technical aspect of the show is horrible! There is a swarm of
scene changers and prop changers milling about the stage looking confused, inefficient, and
awkward. I, also, don't believe a female in a skirt should be totting a box around when the males
are just standing around with smaller changes. One step forward, one step back; two steps
forward, one step back .... tonight's run had some high points! At least I can see and hear
progress. Jeff is really trying to use his voice to more effectively communicate the language; but
he has had a limited time to rehearse since last night's discoveries. He did say, however, that he
realized that he was more spouting "lists" rather than communicating. I believe he will work
through with additional support from me, more time on his own, and the confidence to proceed.
He was much better already. Isaiah continues to frustrate me; he began whining that there was
too much to work on. It's because he has NOT done his homework prior and he was banking on
his talent to see him through. He even blamed Wes in that he didn't believe Wes had given him
enough help winter quarter. Frankly, he needs to devote some time and work. We changed up
the masque because the lines were getting lost due to too much fragmentation; the cast responded
well and Bride and Maggie got to say a few more lines. The business between Rudy and Albee
still needs to be worked out; which means the music needs to be slightly elongated. The final
dance is too long, but I need to talk with Chris about cutting it. .. it's cute, but it's a final
moment and it's needs to move along. I need to eliminate about 20- 30 seconds ofit. The show
is long enough, and it has said what it needs to say ... the slow motion aspect of it is great. I
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would like to emphasize more slow motion elements within some of the other scenes . .. it is
working in the larger scenes and is a great convention to utilize to focus attention of the audience
as well as play the lack of awareness that others have about others. The scene work is beginning
to pay off; Jillian and Allison made some progress with the their garden scene, the men's garden
scene isn' t there because Jeff and George are still splitting focus at times. I gave copious
amounts of notes tonight; probably too many too quickly. I talked as fast as I could because I
knew that everyone wanted to go home; notes, however, still took over 30 minutes. Again, the
time issue ... .The cast was in a fairly good mood; especially since they could detect some
progress. I need to focus on two other Dogberry scenes Monday, clean up the stage violence
some more, and work with Jeff, Isaiah, and Alex. Krystl needs to open up to the audience;
interesting ... it seems she becomes buried in the other and moves too close in terms of proximity.
I really like the changes we made to the post-shaming scene between she and Alex; it is
beautiful. And they seem fairly connected. The hand kiss, however, needs to radiate more
intensity since it is the last contact they have. She is so amazing to work with it has been
difficult for me to detect "problems" with her work; she is fairly responsive. This cast has
interesting personalities within it; overall, the women seem more difficult to work with, but their
work is more polished and exacting than the men. The men are more willing to try new
approaches. I really appreciate how hard most of them are working; this is a difficult show. I
hope I'm not pushing too hard ... it is so lonely at times. Without a stage manager I trust,
without my husband near to talk to, and without my friends here, I have found it to be strangely
solitary. More so than even at high school. ...

Final two days prior to tech
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Monday, May 1
Nothing much was finished on the set. IF they painted, they only painted trees. I am
WORRIED about the set. .. it is too busy. Tried to get in touch with Derek, but ... .Need time to
shorten the dance tomorrow before we begin. Have decided that it is too long, especially at the
end of a long show. I hope Chris remembers and brings an altered CD with him tomorrow.
Rehearsal tonight was somewhat of a night off for most of the cast members; I used the time to
tweak fight scenes, lessen noise, and work on Rudy's scenes. He is very weak as Dogberry; the
reason being his unwillingness to work outside of the scheduled rehearsal schedule. Because of
this, I would not cast him again. The Dogberry gang is okay, and the scene has moved away
from a slapstick motif that didn't fit with my concept; Arturo's one line is somewhat better ... at
least I can now understand him. I cut down the scuffle and eliminated extraneous movement that
cluttered the action in all of their scenes; their shoes made a great deal of noise which has largely
been eliminated. Tonight Katie informed me that she needed about one hour of my rehearsal
time tomorrow for tech work; I'm not necessarily comfortable with that given the rest of the
week is for tech ... along with a sense that she was busy making plans without me for tomorrow's
rehearsal, her communication skills have not improved. She is still sitting in the same locale, not
setting up scenes, not getting actors, and not informing me as to the time until I have run over the
allotted time .. . by over 30 minutes or more. I would love to see her move off her seat. I would
love to be informed on time about the time. Besides that, it was a productive rehearsal. I had
Isaiah, Jeff and Alex spent some time together in the hallway; still trying to get them to work
together as comrades in arms ... their relationship is still too stilted and distant. Worked out more
details of Hero's shaming, worked on the language for both Isaiah and Jeff-Isaiah has finally
committed to focusing on his work and his vocal control was immensely improved tonight. At
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least, the small amount I saw. Jeff and I had a talk concerning his viewpoint of Claudio-I told
him I didn't think he had committed to him as yet and that he needed to LIKE his character in
order to commit to the actions required. I saw more of that from him tonight. Also met with
Derek for the second portion of the paper tech today; only took two hours. His light design
sounds interesting. The painting, however, is behind schedule. I was told it would be almost
finished by today; nothing much occurred Sunday. Maybe it's for the best since the pillars seem
too busy. I like the colors, but the scale of the pattern is too small. I've emailed Derek so we
can meet early tomorrow; I hope he sees my note. I met with Isaiah and we focused on phrasing,
scansion, and breathe control. I plan on meeting with him and Jeff tomorrow at 12. Time is now
so short ... I'm excited for the next few days, and it is time for them to run the show over and over
again. Here we go!

Tuesday, May 2
Tonight, Wes watched the show. Frankly, it wasn't good. Most of them had had a break
since Saturday since yesterday was spent on details concerning the violence, and Dogberry. The
scenes lacked shape; Isaiah continues to lack vocal energy and, although we worked earlier today
on his actions and language, his work still doesn't incorporate vocal range, physicality, or
enough specifics. He is speaking words, but they have little meaning. Also, he is tentative. I
have made an appointment with him tomorrow to work on shaping. I will also question him
further about his actions, but hat will have to occur after I return from my emergency dental

Somers-Gulsvig 39
appointment on the west side. I have also planned on working with Jeff; he is less awkward
physically and is holding more of his own against George and Alex; but Isaiah has complained
that he is finding it difficult to work with Jeff since he gives so little. I know that may be a
factor; but Isaiah isn't giving Jeff much either. Although there seems a little more bonding
between them, it is still forced. Alex and Krystl continue to explore possibilities; their embrace
further upstage is beautiful, although it lacks some passion ... Alex has an awkward approach.
Rudy made progress tonight-he tackled his character with more commitment, but his timing is
still off. He is slowly moving away from his "puppy-dog" approach, and I know he has actions;
I see him as uncomfortable with the attention turned on him when he is not putting on his typical
persona. His voice, however, filled the space tonight. Overall, the show is slow, still lacking
shape, and safe. The scene changes are horrible; they are slowing things down so much that the
momentum of the show has to begin anew for each scene. If this isn't correctable, we'll have to
eliminate more ofthem ... Derek assures me that it can be done; I didn't anticipate the bulk and
weight of these blocks. In fact, most of the "movable" items are larger in scale than I perceived.
It is frustrating to work on scenes and have them "work", but when they are inserted in their
proper sequence, they don't work. This isn't the case for all of the scenes, but I have to find a
way in which they can build on each other rather than only working in isolation. I know there is
a week, but that will fly by. It is puzzling why this show is so obstinate! It is obvious that some
of the actors have refused to work on their scenes at home, and it is obvious that some are
beginning to panic. I hope Wes' comments help build their confidence ... I can only continue to
push, give notes, work independently with some, praise, etc. I know that the cast is comfortable
with me, but do they trust me artistically? They know little about me; credibility and reputation
brings an intensity to the final weeks of rehearsals at EHS where students have seen or worked
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with me. Here I am demanding more from them, and they say "thank you" and try ... but I
wonder how much they believe when I make a judgment. I know that ANY comment from any
faculty member would weigh more heavily; oh well. That is part of this assignment that I was
aware of when I took it on. And I can deal with it. .. it is just an inherent element that I don't
normally have to consider.

Wednesday, May 3
First tech. First half My work with Isaiah and Jeff actually did something! Okay, the
credibility thing ... I think Isaiah has finally accepted that I have something to share that will aid
him. I finally gave him a few line readings ... not necessarily his lines, but Jeffs lines when Jeff
wasn't there. I have NOT acted much in this process because it is confining and insulting;
however, I have been demonstrating more lately during rehearsals because it is time to move this
beast forward and if they need an example, I can provide that. I probably should have
demonstrated earlier to prove my own abilities .... I'll remember that next time. But, of course,
he also got some notes from Wes ... but these weren't specific, they said the same things I have
been saying to him-he is too breathy because he isn't breathing at the right places and flat.
Isaiah made the comment to me that he now felt like he wasn't totally blowing it because Wes
told him he only had minor problems. AHHH! Again, that is the most challenging aspect of this
show for me right now ... how to get them to change their work habits/correct problems for a
GTA without a reputation for them. After that comment, I made sure Isaiah saw what I could do,
and there now seems to be trust. I know I am rambling ... too tired. Anyway, the lights did help a
great deal and the energy at rehearsal was wonderful. Act one was the best it has been; Isaiah
utilized our work together and the scenes had a more definite shape. Andrew didn't rush (yes, we
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had worked too), nor did Jeff. I finally got to the point that I said I needed them to pause here, or
hold there, and for how long .. . now if that will hold in their memories. Another mistake. If I was
to do this project over, I'd help them a little earlier; perhaps the week before I did it. Although I
provided feedback, I didn't want to stop the actors' process, nor take their choices from them.
Now I am engaged in those corrections for the smaller scenes in which they couldn't find the
moments between each other. Aaron and Andrew, for example, continued to provide
information rather than push against each other in any consistent fashion. It is bolder now, with
Andrew fighting for dominance ... much more interesting. Aaron tends to be too subtle, and
Andrew gets frustrated when I ask him to change anything. But, they weren't finding through
notes; again, I resorted to demonstration and that seemed to push them to further understanding.
I was surprised that Andrew needed that. I have assumed too much from most of them; I
believed they were more ready to tackle this project. Boy, was I wrong! I am finding it to be
much more like my high school than what I imagined; their needs, in other words, differ little
from what my former students needed. Big learning for me ... and that is the credibility issue
from the other side. I was assuming their expertise due to their status as college students. Chalk
up another learning for me. People are people are people ... and those who aren't getting it, just
aren't getting it and I need to get over what I think they know ... I need to realize more quickly
that they may just not understand or have the training or have the life experience ... even if they
are college seniors. Anyway, it was a productive evening; and the cast felt great with what they
accomplished. Tech went fairly smoothly, although the sound person needed to be in with us;
the cast said that their world was more believable because of the lights; I think there is a trap in
that comment. And it will probably rear its ugly head tomorrow when that new element for
tonight is no longer novel. I believe it gives an actor a temporary "fix" of belief; but that

I
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permanent and consistent work stems from an inner source that is not impacted by staging,
audience, and the like. Relying on exterior stimulus outside your control is not good technique,
takes control from an actor, and it is lazy. It was further demonstration of their immaturity.

Thursday, May 4
Happy Birthday to my son; 16 today. I hope he's having a good time ... it's difficult to
think about what I'm missing right now. Okay, tech was tedious tonight; more difficult scene
changes resulted in cutting one (good!); I wonder if we'll cut another out tonight. .. .it is certainly
possible. The lights are lovely, but their impact on the actors waned and their exhaustion
showed. We were out of the Tower by 10:50, and notes centered mainly on the pace of the
show; Rudy reverted to the speed of a snail and his awareness of being funny resulted in an
unfunny performance that lacked any spirit, consistency, or energy. He has NO sense of timing.
Alex zoned out ... he came to rehearsal with a headache and he his energy and commitment to the
scenes was well under what was needed. On the other hand, it was a tech rehearsal, and I could
understand why he began to not care. We had to stop more frequently tonight and the disjointed
nature of the rehearsal took a toll on all. Found a way in which he could approach Krystl during
their love scene which looks almost as good as before, and is less awkward ... also found a motive
for Krystl at the door which should help her. The music needs to be blended more ... I hope Chris
will get that done for tonight's rehearsal. At least it was easier to talk with him since he was
moved in the theatre with Derek and David. I need to work on Bride's attack; the broom bit is
not working and it resulted in an item being left on the stage; although the crew knew it needed
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to be removed, I didn't like it being there for the duration of the scene so it will be eliminated
this evening. Katie worked hard tonight; and on her end it went fairly smoothly. I guess there
were cues eliminated, however, that she wasn't told about. Communication in this group has
broken down on EVERY level at some point. That is such an important element to all of
this ... speaking of communication-I am worried about the set being finished. Holly has
promised painting being finished, but I see a project that has stalled over the last two weeks. The
painting is sloppy and does not look like what I agreed to. The masks, pillars, and top pieces are
not evident as well. I will ask Holly to see the original designs so we can pinpoint where things
are being altered in ways that don't work. I don't believe the designer should introduce different
elements without talking about it with the rest of us; I have a meeting scheduled for tomorrow
morning with both Derek and Holly to straighten some of this out. I have enjoyed working with
Derek, but Holly seems to talk more than work. I don't really want to paint, but if it comes down
to that to complete the set, I will. It isn't that I don't trust her ability, I am beginning to not trust
her follow-through. I do NOT want this set being painted Tuesday night before the
preview ... worse, Wednesday evening after the preview. David M. has really come through and
is completing his work as planned ... thank god for him, Chris, and Dave B. Also, I have found
Sarah P to be immensely helpful. And not to forget Jerry who has held my hand through a lot of
emotional moments ... he is a gem. I hope the department values his contributions.

Friday, May 5
Tech should have been finished, but they are still working on lights, and set changes;
most of the props are now in place, but the decorations for the party aren't working. I hope they
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can be altered to look attractive, right now they look like the placemats they are. Have faith,
Julie. The acting is so so; Isaiah has gained some ground, but his Act I is weak compared to Act
II. Breathy, non-supported, flat, and slow for the most part. Jeff continues to improve; his
relationship on stage with Alex's Benedict, however, is poor. Alex is also beginning to alarm
me .. . he is becoming less masculine suddenly. His heart seems to be somewhere else and his
connections with Krystl are also suffering. Overall, I am pleased with him, but I want him to
continue to grow rather than revert to some boyishness ... especially in Act II. The challenge
between George and Jeff was reworked again; George wants to be tough in the scene and I am
having to balance his ego and the needs of the character; I think it's acceptable now in terms of
the type of man I see as Leonato. Bride's Antonia is fabulous, but I had to discard the broom
work that George had come up with; not only was it too long, it weakened Jeff and made a
mockery of him. It might have worked (again) if Jeff was more of an experienced actor, but I
needed him to deal with her character without being abusive, and without fear. Having her strike
him in the back, and then throw the broom at him just didn't work. .. it also seemed too shrewish
for her. I like her poking him with the broom, but it does seem a little long now. It was also
moved upstage to decrease the time it took for their cross to occur. Aaron and Andrew and Cole
continue to move in interesting directions-there is some interesting rivalry developing. Krystl
is exhausted; her opera opened last night and plays this evening as well. She looks so tired; I
think she's disappointed with the tech right now; I didn't expect it to go on three evenings. I
know it's difficult to focus on the acting when there is even one stop. Momentum is a problem
and the play isn't building on top of itself; interestingly, that is more of a problem in Act I rather
than Act II in which there are more set changes. Of course, Act I has more exposition than
action, with the exception of the party scene which still seems disjointed and the garden scenes.
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The play does seem to take off then. Rudy and the his Watch guys are working on their roles;
Arturo has a really hard time getting his line out at the right time and that slows down the scuffle.
Rudy is SLOW. I need him to pick up his cues, appear completely sincere, and motivate his
movements. It is as ifhe relishes his time on stage and wants it to go on forever ... and it appears
to go on forever to the audience as well. Jillian, Maggie, and Allison are doing some good work;
I really like the garden scene when Jillian is working to her capacity. I am still having a little
problem hearing all of her lines, but she was definitely clearer tonight than Wednesday. There is
something muddy about her articulation; it really needs sharpening. Her vocal work, also, can
become flat if she isn't really focusing. Allison is delightful; she works hard, has a great
backstage attitude, and can be relied upon to do what she has been asked to do. Jillian,
unfortunately, has mood swings that make her a little difficult to be around; it's not a good thing
backstage. She complains, but then when I try to find a solution, she dismisses any help.
Interesting. Although I like her, I wouldn't put her in a lead for a while ... she needs to learn how
to deal with her own feelings, be patient with others, and be on time. I don't know how many
times she has walked in late, eating. Maybe she has too many credits this quarter for the
challenges of the play. I am looking forward to tomorrow when we can see costumes under the
lights. They are supposedly highly saturated, but I haven't seen that element much. Overall, the
lights don't seem to be following the actors enough, and the set is receiving too much focus. I
know they are fixing them as we go, but the incessant talking by David is distracting; and then at
times the readjustments don't allow the cue that is exhibited to be the actual cue that will be
used. So evaluating the look of the show continues to be problematic. I wish Derek would have
focused on two slow days and gotten everything done. This is driving me crazy.
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Saturday, May 6
Costume day. Had a quick session with Andrew, Aaron, Jeff, Alex, and Isaiah. Still
trying to get the sword work to play; I also worked with 1.3 since it is being played at one level.
Tried to get Aaron to stop pausing; Alex and Jeff are so stiff with each other ... I have to figure
out something---fast. I adjusted their scene together so their proximity would allow more
touching. Both of them wanted that last week and I asked them to explore it as they worked 1.1,
but neither of them were able to initiate a change. Now I had to impose a change on them; this is
the most exasperating aspect of some of these actors---they refuse to follow their instincts. After
we adjusted it, Alex said it "felt better"; so I asked him why he didn't cross to Jeff earlier by
himself, but he didn't have an answer. I can understand Jeff's reluctance since he is very
inexperience; but Alex should be following his inner voice by now. Especially since we have
worked on that with him and Krystl. .. and it seems to be working between them. I wonder if Jeff
bothers him for some reason; and vise versa. Okay, the costumes are great; but they need more
color and differentiation between the leads and secondary characters. The lights are NOT adding
to the scene and we ran over tonight because Derek wanted to firm up the transitions ... great, but
this should have been done the first two days. I hope the cast doesn't think these are my ideas.
Derek has been running the rehearsals now since Wednesday; Katie hasn't had a "god mic" and I
think that may be expedient, but it's interesting that he can take over the rehearsal so completely
and I was told to train her. Interesting. The double-standard here for me is difficult to abide by.
Power without power; position without power or knowledge about the real workings of this
department's structure. What really got me was that Holly and her painting friends have NOT
gotten much done; when I spoke to Holly about it earlier yesterday, she promised that a lot
would be accomplished during Friday (due to tech hours); it wasn't and I told her that I was
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becoming increasingly alarmed because the set wasn't finished, wasn't looking like the drawings
and paint treatment that I had approved. After we dug the plans out, both Derek and her realized
how off they were. Now they have to paint over much of what has been done; anyway, Derek
scolded me (albeit mildly) for talking to Holly about the condition of the painting. He wants me

vv.h.- 1,
to always go through him; if that is the cast, why doesn't he always have to go through me to
deal with the actors? That is part of this assignment that makes me realize how important it is to
be an equal with others rather than trying to direct while others limit power and access to
information. Another problem-the glasses are not sealed and some of the actors have actually
tried to drink out of them ... why aren't safety issues addressed? The masking is, also,
inadequate; in a way these are my problems, but they aren't since I have no input in them.
Delegation is only wonderful when those working with you do what they have promised. Right
now, I feel a whole lot of promises and see little action. Scott did what he promised, but
others ... ! know it's a large project and again the time factor is impeding what we can do. Do
they want a quality product, or just many different experiences for too many students? They
need to focus these students on particular skills and not spread them out so much; other students
need to learn how to manage their time; students need to stop going out and getting high before
they do their tech work; I don't' see a tech crew that is dedicated; I see a core group that is trying
to make up for the inefficiencies brought on by others. I see some in charge of allowing
sloppiness go without so much as a word; if you don't demand and train the students, you will
NOT get much out of them. Interpersonally, everyone is great; but we are not trying to put on a
production and they don't know when or how to switch to a higher gear. Where is the respect for
this art form? The cast is angry at the tech crew now and they appear as a group of individuals
who are more interested in eating than in working; of course, I got hungry too ... need to have a
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talk with them since I'm afraid they think these long sessions are due to me. Not going to allow
that.. ..

Monday, May 10, 2006
Okay, I am a pleased with the set now; although it's not finished, the colors that are
emerging are richer and (most importantly) the shapes are not distracting from the acting. It
looks like the sketches I saw; and it's interesting ... it certainly is the unique world that looks
classical, yet its strong paint treatment and gaps contribute to the illustration of my concept. I
guess what may be amazing to the faculty is that this isn't new to me; I know I don't have the
degree they hold, I know they are an amazing group and I've learned a great deal. .. but the
concept statement, the set design, the lighting choices, etc etc are so much a part of what I do in
shows ... have done in shows for years. The most difficult aspect of this process has been the
limited control; it's not about the ideas, it's about getting things done in a way that will serve the
needs of the cast and crew so we're not exhausted at a late date. I am unhappy that my hands
have been tied in terms of the set getting finished; and I'm unhappy that the light tech is still
unfinished. Derek would have sped along the process with having two long days in which we
moved from cue to cue instead of trying to do this complicated lighting concept as we moved
through the show. It's still not done and I can't discern whether the actors are not doing their
job, or it it's because I can't see them due to lighting problems. Frustrating. I focused on the
costumes with Scott tonight; Krystl is too glittery compared to the other women, so it makes her
appear as the town prostitute or so wealthy compared to others that I don't understand why
Benedict would have a chance with her. That needs to be equaled out. Bride, on the other hand,
is too plain and appears like a serving girl. Make up was too simple-under the no color
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treatments, they appear flat and too plain. There has to be a lot more contouring done---and they
need to use a lot more color. The necklines of the ladies need to be clarified with trim. Just too
much neutral against neutral skin. Hair is also a problem .... too severe around their faces so they
look more like Puritans rather than sensual Italians. Okay, they don't look Italian; but they do
look like they are opposed to ornamentation. Jeff is making progress; I asked him to use more
actions that say "vain or arrogant" to others ... he has developed an interesting character. But
tonight was spent focusing on lighting and costuming. The actors, frankly, had notes; but they
had to come as secondary comments. Scott and the costume shop have a lot to accomplish
within two days. Not undoable, but a push .... He is extremely easy to work with and I love the
way he gets excited about the solutions. He is really good at this craft; he took Jeff in the back
and redid his hair and make up---wow! What a difference! Having him next to me, talking
various choices has been a learning experience for me; he asks if I like this or that and then we
quietly discussed the effectiveness of a particular element. What is wonderful is that I can ask
for the world ... I may not get it, but I get something dam close, OR better. The changes that have
already occurred since the first costume tech on Saturday are amazing. I know there will more to
come, but the costumes are beginning to pull together. With an added belt here, or a change of
jewelry, or an addition on another, the relative rank and equalization of the characters are being
created.
Tuesday, May 10, 2006
Tonight was long, but the tech is beginning to gel. The lights have finally been fixed; no
longer did we just continue-rather I stopped the show since Derek was sitting nearby and he
and David made the necessary repairs. There had been a lot of work done, however, during the
day/last night because it was in a lot better shape than the previous evening. We just couldn't
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afford anymore guesses; and most of the repairs were in the first half. We managed to get out by
11 :40. I hope the actors aren't too tired .. .it's been timed at 2 hours 35 minutes plus
intermission; so without stopping we are still close to 3 hours. Beginning at 8 in the evening, it
is easy to see how quickly 11 comes. And it is slow getting this group of people going. We've
made the call time earlier because it is so slow getting going; even called at 6, they are barely
making it. Tonight there were head set problems, so we were held up by that as well. I tried to
get the curtain call done; it may be too complicated. We'll have to run it tomorrow before the
preview to see. We could easily just stay with the first position and then move all out but the
leads. I have problems with that since all 25 of them have worked all evening to put on the
show; it is true that some of them have more lines, but .... Some great progress tonight with the
acting; Jeff is doing better all the time. He is finally mixing arrogance into Claudio which is
maturing him and adding levels. It also makes his transformation more convincing. I am, also,
pleased with Isaiah's progress. He has such a great voice when he decides to use it. Rudy was
playing it more directly; I have only a few notes about him. Maggie was really fun to watch; she
has really taken off in the last week. Jillian was solid as well. George was, as usual, an asset to
the show and continues to bring an excitement to the show we would have lacked without
him ... I know this whole process has been difficult on him and his family. It was a coup for me,
but he wasn't in a place to commit this much time given his commitment to new preps this
quarter. The scene changes are much smoother and the actors changing the set are now adding
tone by the way they are moving set pieces. I am exhausted. I don't know the preview will go
based on their exhaustion ... this cast has really begun working in the final weeks. This last week
has been frustrating due to the long tech aspects ... having lighting cues discussed aloud in the
space and adjusted since last Wed. has been impacting. I believe, however, that this may have
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pulled them together. The set is beginning to take shape as well ... I don't know why they
allowed themselves to get in such a place. They are capable painters and have brilliant ideasbut why put themselves in a place where they are having to work ridiculous hours because they
didn't just better time management earlier? It has impacted the cast this time ... I'm sure we'll
hear about it during the debrief; it all comes down to time. Maybe the schedule for this show
was just a week too short. That, of course, is nothing I can do anything about. At it is, my
position here has been odd; it is freeing to be a student, but it is difficult to work at full capacity
when my credibility and power mutates through the day ... depending upon what role I am
playing. No more about that. .. I haven't learned to adjust with that but I've learned to take the
power without feeling comfortable or entitled to it. And that is a big step forward for me. What
would I do differently? I am too tired to think about that tonight; maybe that list will occur by
Thursday's first performance. Oh yes; Scott made some fabulous adjustments and the cast is
now more decked out evenly. The amount of "bling" that is needed to make this work is
astounding! With the plain lines of the costumes, however, it is necessary and helpful. He has
added lots of gold earrings, rings, necklaces, and a great crown for Bride'. Now she doesn't look
like a servant girl; the look of the space is intriguing-it has a touch of a Spanish look, combined
with a Sherwood forest Dogberry group. I also am pleased how easy it is to tell the difference
between the outsiders, and those from Messina. The neutral tones on the town folk, coupled with
their relative jewelry makes for a pretty show now that it's lit more completely. I am pleased
with the strong saturate colors that imbue the scenes and provide an artificial look to the scenes;
this distortion really adds to what I want the show to say. But again; why not do these things
earlier? Everyone would be more rested, relaxed, and sure of themselves.
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Wednesday, May 10 Preview Tonight!
So uneven. They were enthused and happy with the show; so I made sure I didn't "rain
on their parade"; but I did give notes. The biggest problem are intentions and being in the
moment. Too much indicating; I was disappointed that Andrew was part of this. The lights are
driving me crazy. I just don't get it ... they give me five and Yi weeks to put on a show and the
lighting people have weeks to prepare, two days of dry tech with me, two weeks to hang, and
now they've taken ONE WEEK to get the cues at 90% . What a disappointment. I don't feel
like they have supported the cast at all; in fact, the tech has largely distracted the cast. Katie is
still having problems being a person to the cast, and she either errs by being too mellow, or she
strikes out and is bitchy. I don't think stage management is a good fit for her. Scott got to
witness Jillian's temperament problems; I have never seen him so hot. Than, instead of letting
go of it, she brought it up to me again just 10 minutes before places. Does she not understand
her place in the scheme of things? She is an actor ONLY who is so controlling and selfabsorbed, she doesn't see how her behavior is impacting others. I know that some of the other
actors are now avoiding her. I asked Derek to talk with Katie; and I asked Scott to talk with
Jillian. I know when there is stress, some "interesting" issues may emerge, but we do not need
these impacting the cast focus. This group has a few people in it that prefer to whine or
complain back stage; I talked about that with them following the show, at the end of the notes
tonight. I told them that the few that were complaining needed to be quiet, or talk with me about
their concerns rather than spreading their negativity back stage. Several of the more seasoned
actors thanked me for that following notes. I wanted to just say, GROW UP! But I didn't. (But
now I did) Again, everyone was nervous; even George. The audience was positive and
receptive ... almost too much so; the changes between the more serious aspects ofMAAN and the
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comedic parts were not as smooth as they should have been. Alex, Maggie, Rudy, Bride, Steve,
Brian, & Krystl, were the ones that flourished with an audience in front of them; Isaiah finally
got his feet under him after the first garden scene .. . George the same; the party is still too polite;
Jeff was terrified. And, unfortunately, this was obvious in most of his choices ... he clung to
overkill, much the same as Andrew. There were NO reactions ... listening? Whatever happened
to that? Or thinking /reacting/ etc etc. Being so automatic it became an exercise in finding the
next moment which wasn't motivated. Frankly, it was a little too melodramatic for me. With a
few reminders tonight and some confidence from the first show, I hope to see them truly live it
on their opening. The costumes are fabulous!

Thursday, April 11-0PENING
What a relief1 They played intentions! YEAH! It was such a stronger show tonight!
They have rallied despite the tech, despite the language, despite the preview, and despite their
exhaustion. I am still so disappointed with the tech .. . why do the lighting people need to have
the actual actors stand for the lights to hit them? There are so many techs standing around that
they could use a substitute; I was ANGRY when Dave M. began yelling cues numbers and the
like down to Derek when the cast finally gathered together to connect in the space as a group.
His timing was, frankly, ridiculous. And next, Katie stormed into the theatre and yelled, "Ten
minutes!" Does anyone have any respect for the actors' process? I stood by them, just outside
their circle, hovering .. .just waiting for the next person to try to interrupt them. I will kill.
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PROCESS and TECHNICAL EVALUATION
Time usually helps put things into perspective, although it can also create memories that
don't represent what actually occurred. This reflection ofMuch Ado About Nothing is one that
is being undertaken with a spirit of directness, and an attempt to thoroughly analyze the process
and final product even though the production was labeled a success. It is that labeling, in fact,
which often gets in the way of honest analysis. This is my attempt to navigate around that trap.
First, the opportunity to direct for Central's Theatre Ensemble was exciting. Michael
Smith and Scott Robinson brought me in to the office to discuss the possibility of directing a
main stage show; of course I was honored. I, also, had reservations. Immediately I was struck
with misgivings-- a Shakespeare? I wondered ifl could be successful since my directing
experiences only included one of his comedies--A Midsummer Night' s Dream. They reassured
me that Wes would be working with the text during winter quarter. Next I recalled Wes Van
Tassel's advice for us graduate students-"When deciding your project, don't kill yourself.
Take on something small." Tending to enjoy challenges, it was relatively easy to ignore that and
I reasoned that I could cut MAAN down to a size that was workable. Immediately, however, I
was thrust into situations in which I felt ill-prepared and stupid. First, my first read of the script
was difficult. I haven't had much difficulty understanding in the past understanding classical
literature, but this script was a puzzle. I read, and re-read, and looked at the footnotes and got
the "general drift"; but my first evening with the script can be best described as daunting. What
had I gotten myself into? As a director, I knew I had to thoroughly understand the material
before I could make decisions on anything; I hoped I would have ample time to research before I
had to make a decision on anything. Brenda Hubbard, the faculty member who was slated to
direct this show, was wonderfully supportive at this juncture. She provided me with keen advice,
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due dates that I needed, and the notes she had prepared and gathered for the production before
she knew that she wouldn't be able to fulfill that obligation. Given that most directors love the
material that they have chosen to direct, I marveled at her unselfishness and grace. I hoped I
would live up to her expectations.
Within the week I committed to the project, I wondered if I had made the right decision.
Leslee Caul, the head of publicity, needed a poster design right away and I felt ill-prepared since
I didn't have a concept as yet. By this time, I understood the material more, but it was difficult to
make a decision because I hadn't decided upon a concept. And I wasn't satisfied with the title
on a poster which was the easiest choice. Also, I knew that my general indecisiveness (always a
problem) was exaggerated by my status as a graduate student, coupled with my desire to honor
Brenda. Initially, I didn't feel comfortable deviating from her concept; I also realized, however,
that I couldn't effectively honor her ifl couldn't own it. I found some intriguing evidence in my
initial reads of MAAN that Shakespeare was speaking about the slipperiness of reality.
Immediately the motif of masking that was Shakespeare literally employed in MAAN was
coupled with my speech communication training. My training in this field had emphasized
tentativeness. We all perceive separate realities and try to share these with others ... and if we are
successful, then true communication takes place. But what if no one wants to truly
communicate? What ifwe can't see reality because we have too much ego at stake? I began to
get excited about a possible concept. Researching some art history books, I ran across a Picasso
image of masked musicians. Immediately I knew it embodied what the show was saying to me ..
.and although others were plainly not enthralled with my choice, it felt right. Derek was the most
supportive person during this process; he found backgrounds that worked so copyrights wouldn't
be infringed, used his famous direct eye contact to indicate that he was with me (or at least trying
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to understand), and he helped sell my idea to Scott Robinson, the costume designer, as well as
Leslee. There was a lot of turmoil in the publicity lab about deadlines at this point, and I was
told it was impossible for anything to be on the poster besides text since we were asking too
much of the campus graphics department. Frankly, I was disappointed with the lack of support
from the publicity lab. First, I had chosen a picture within the time frame that had been given
me; and more importantly, I felt that personal taste rather than professional respect was the
deciding factor whether the campus graphics department had enough time or not. If this project
was truly mine, then people needed to respect my choices. Although Scott wasn't necessarily
"sold" on the picture or my ideas, he came through and provided tremendous support.
Ultimately, the poster design committed all of us to a concept which was based in cubism. I was
still overwhelmed, but now thoroughly excited and committed to the project.
From this experience I have gleaned a few lessons: one, a visual representation of the
show, which I've never done so early in the process, was a guidance that I could always refer to.

It provided me with a direction when I felt lost. It clarified my initial reactions at times when I
needed that inspiration. Second, I found that I didn't have to please everyone. That was
extremely uncomfortable for me, but I realized, first hand, that I didn't need others to agree with
me. That was extremely freeing. It helped that there was always someone who "rescued" me
and provided support when I needed it. Just having someone listen was extremely helpful. I
believe, therefore, that the faculty managed to find the right balance between offering support
and forcing independent action from me. Of course, I found that my intuition was not enough in
this environment. .. self doubt and the difficult questions that Derek, Scott, and Brenda asked me
were only answered through research, and more research. The first design meeting was a
nightmare ... I was grilled by those who I thought were supportive and I wondered where this
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"antagonism" had come from. Then I realized that it wasn't directed at me in a disrespectful
way. That was an epiphany. I had to get used to standing up for my artistic choices in an
environment in which questioning was standard fare. I wondered if I was truly an artist, or if I
was just a huge fake who had easily wowed high school students. The realization that I can be
respected and still disagreed with is tremendously useful ... in and out of the theatre. I believe I
have finally embraced the concept that conflict is useful on an emotional JeveJ; and I firmly
believe the result of this will likely produce more conflict, albeit better relationships. As usual
when I am feeling inadequate, I resorted to my favorite tactic-working hard. Of course, I went
overboard and then I got so caught up in the research that my emotional responses to the material
were stifled. Thank goodness Brenda sat me down with crayons and forced me to re-connect
with that side. Overall, I found it difficult to balance intellectual analysis with my intuitive side,
and that was a battle that I continued to fight throughout the actual process. Looking back at
high school directing, I know I had relied primarily on my intuition; and, in retrospect, I was
grateful I hadn't screwed up too much. Here, however, I had to blend these seemingly different
sides ofme. In other words, I was getting exactly what I wanted to get from this master's
program; but, it overwhelmed me at times. When I return to directing, I know I will have to give
myself more time to make choices about the material. My usual pattern in the past has been to
decide upon the plays based on who is there to audition. And, unfortunately, I have pushed that
choice back too much before ... to adequately research the time period; I need to decide upon my
season the year before. Far too often, I have decided upon a script a mere week before the
auditions and had just enough time to order copies and do minimal amount of research. Of
course, I bolstered my understanding of the material by continuing to research during the
rehearsal period, but I know now how much I neglected this essential element. Making a

Somers-Gulsvig 58
commitment in advance, therefore, will remain a vital element in my future shows; an action that
is inherently difficult for me, but necessary. If I could redo any portion of the show, I would
certainly have asked for more time; however, given my tendency to overwork things, I know that
there was adequate time and resources. Yes, I would have been more comfortable knowing a
year in advance what show I was going to do; but I don't believe my learning about myself
would have been as great. But let's move on to the actual auditions ... winter quarter.
The auditions were over two days which seemed to be a great system. Each person was
given adequate time, and it was efficient. The only problem I had was not knowing the actors
very well, so I found myself at a disadvantage in terms of their work ethic, as well as their
abilities beyond auditioning. Some actors are horrible when they audition but are amazing once
they are involved in a production; of course, there are others who audition wonderfully, but. ... I
was afraid that I wouldn't be able to make adequate judgments because ofmy limited exposure
to those in front of me. I've been faced with a little of this before, but not to this extent and I
now understand why casting often involves those you kno\v. When faced with almost all
unknowns, I knew that the call backs would be tremendously important. And that was the part of
the process that was totally screwed. I don't know why Emily and I agreed to holding our call
backs on the same evening. It was a horrible experience for us and the actors. We were rushed,
disorganized, and I know I didn't get to adequately see everyone for the time I desired. Worse, I
didn't get to see them all together so I was left to shuffle through paperwork to remind myself
about how they looked. This was difficult and an experience I wouldn't like to repeat. I had to
call in two people for additional time which was disruptive. This, also, lead me to self-doubt
since I saw more problems from the two actors I called in for an additional reading. I wondered
what I hadn't seen during the crazy call back period and I wondered ifl could make an adequate
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decision. The process for deciding which of us got what actor was amiable. Michael Smith, the
artistic director, was there in case we needed any arbitration; but it was relatively easy. Elise
Forier, who was directing Fool of the World, and Emily Rollie, a graduate student directing Tom
Sawyer, were extremely easy to work with. The only problem that I saw was the schedule
which restricted all of our choices. In other words, although our production schedule ranged
from winter quarter through late spring, all of our choices were mutually exclusive. Having to
cast 24 actors with limited audition time, limited knowledge of their true abilities, and giving up
some talent to the other projects was a wrenching experience. After casting, both Emily and I
had "buyers regret" and wondered if we had made the right decisions. I believe that the shows
would have benefited from less restriction; however, I believe student growth was maximized. I
know my choice for Claudio, for example, weakened my show; but the growt.11 that Jeff
experienced was amazing. Likewise, Rudy, as Dogberry, was given an opportunity that may
have not been offered him if others had been available. Another exa.'llple was Aaron who was
offered a role even though his audition was a flop. He wasn't even called back, and yet, due to
the numbers needed, I offered him the role of Conrade. His work onstage proved how unreliable
auditioning is in determining who \\rill be cast; more importantly, his role as the social expert off
stage made him instrumental to the success of the show. And finally there was Brian who
auditioned poorly, but showed himself to be one of the most professional and hard workers in the
cast. Their growth and commitment to }./L-<\AN as well as Central's program was a huge payoff,
however, that may have not manifested if they had been passed over. A.'lother element oft.lie
audition process that needs to be addressed was the unsolicited input from Wes. Although
}.1ichael volunteered to provide insights about the actors-if.I wanted them, and -he did-provide
me with some information that was cautious, fairly general, and positive. This was far different
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than what Vves did, who told me straight up who he would cast and why. I felt that this
overstepped his bounds of authority and questioned my abilities as a director. I was, also,
offended about how he phrased his critiques and found his perceptions to be dogmatic and
insulting. Given the opportunity to do this show again, I would avoid his office. I found that
after my casting choices were up, he felt obligated to tell me that I had made mistakes, and make
conclusions for me; again, he told me I would find this actor or that actor to be inadequate. It
wasn't what I wa.11ted or needed to hear. After that, I fou..11d that I limited my exposure to others
in general, afraid that they would try to unduly influence my ideas. Don't get me wrong-I was
prepared to defend my decisions; but at this point in the process I wanted to stand on my own,
develop my ideas, and stay relatively pure. If I had the opportm1ity to do this again, what would
I change? Definitely, I would request having my own day for auditions; and one that had fewer
time limits. And I would insist that all who had been called back had to be seen all together at
one end or the ot.lier during the call backs. I really needed to see them as one group, and I failed
to do that at the beginning ofmy call back because we were pressed for time. NO\v I know that
lining them up is a step that can't be skipped over and must be scheduled in no matter if it begins
or (more preferably) begins the call backs. I feel I was lucky that my cast looked as good as it
did together. (But don't ask me to rely upon my memory and luck again.) But when I think
about casting choices in the future, my experience of using a "seconda.ry" choice is certainly
something which may actually benefit my progrmn more than hinder it. Seniors at the high
school level certainly demonstrate t.lie most sophistication and experience, but maybe these more
ideal candidates are poor choices for a spring sho\v since they will do nothing to aid production
work the following year. I've usually used the spring show as a culminating event. .. from now
on, it will more likely a way to expand experience with underclassmen. Central's program
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which provides a myriad of opportunities for its undergraduates to act is rare compared to the
UW. Some of that is based on the number of shows that are offered each quarter, and of course,
some of that is based on the lack of stratification within Central' s program itself. In fact, I hope

that-Opportunity to those "lesser actors" is retained -and-even strengthened when Central 's BFA
program begins. I found that desire and commitment was more attractive than talent. My belief

in product-over pr-ocess was modemted a gr-eat -deal.
Wes was wonderfully flexible and supportive in many ways, however, that tremendously
benefited the actors and show. He was unselfish ,vith his time and allowed me to develop a
schedule for working with the students when he didn't need them. He approved ofmy cuts (a
great relief), and away we went. We began as a group and I refreshed my understanding of
Shakespeare's text along with everyone else. His expertise and delight when students
accomplish something are unquestionable. It was a great part of the process because it allowed
me to watch those who I had cast, and to anticipate their needs. The group finally read the script
from beginning to end, and we timed it. Although it wasn't totally accurate, I could tell that I

had cut enough; Wes enc-ourage-d me to cut out the tomb scene because it was unnecessary; but I
resisted. It was easier to counter his ideas because I firmly knew what my concept was about
and I felt that more of the script was needed, than less of it. I also disagreed with him when he
dismissed some monologues because the character was "going on and on". ThanlrJ'ully, he
accepted my cuts and didn't push his beliefs ... maybe I wore him out; but his compliment that I
had done an excellent job cutting the script was wonderful to hear. It validated me more than if I
had heard it from a more sympathetic person ... interesting. The more I learned about the script,
the more I wanted to include the portions of it; one portion in particular I missed was part of Act
V that demonstrated the tenuous relationship between Benedict and Claudio even after Claudio
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had visited Hero's tomb. Not only did this scene show hO\v little remorse Claudio and Don
Pedro actually felt, but it also demonstrated Benedict's disdain of Claudio. With the play already
over two hours, that cut and others remained. !\.fore to the point, I wondered if I had any
perspective left. I was afraid that since the cast and I understood the script so thoroughly, we
would be poor judges in knO\ving if and when we had successfully communicated to a modem
audience who had no background information. This leads me to another lesson-program notes.
I believe we should have included notes within the program and it surprised me that none
had been included-especially since I provided Leslee with my concept statement as well as
historical information about the 1600' s which were used to create study guides for the high
school/matinee audiences. I should have followed up and requested that a condensed version be
included in the programs. Even though I believe that productions should be able t-o stand -on their
own, program notes emich viewing and help create perspectives that modem audience members
will likely miss.
Without the work that was accomplished during winter quarter, I know that the show
wouldn't have succeeded like it did. I would never tackle material such as this without adequate
time to analyze, discuss, and learn the text and manners of a particular period. It would have
been an asset to have had all of my research completed before this quarter began, but I was far
enough along that during our discussions I was able to provide informed guidance. Of course, as
the quarter progressed and the research was compiled, I shared what I learned. I would give
them more of it in written form, however, the next time. I just didn't want to burden them more
than was necessary ... but I did informally instruct about the limits of their choices based on my
research -of the period. I asked them t-o conduct -outside research as well; for example, I asked
Alex and Jeff to read The Courtier and for Isaiah to read The Prince. Although I know that
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Isaiah checked it out from the library, it was difficult to determine how much outside research
they actually conducted about their character and the period. Frankly, it seemed minimal and I
would like to have had more ways to check on this during that quarter. I was sure, however, that
they were working on their understanding of the text because of their interpretations. This time
was useful in other ways since it helped me analyze the strengths and weaknesses of my cast and
brought me up to speed regarding what the auditions and my lack of experience with the actors
prior couldn't provide. By mid-quarter, I was working with the actors and talking through
character choices with them; this was, also, instrumental in the success of the show. We had
discussions in a relaxed manner; bega..'1 to explore physical choices; and got to know each other's
quirks. Overall·! was pleased with the cast; but bogged down with the process of research,
classes, production meetings, and life. Time sped by relentlessly; I found that that I could only
scheduled two meetings per scene, and I felt ill-prepared to get everything done that needed to be
accomplished. Cole was, also, a thorn in my side since he had failed to sign up for the class;
interesting, Arturo, who had only one line, was enrolled. Unfortunately, Rudy had no one to
work off of since Brian (Verges to Rudy's Dogberry) was not in the class either. I did.'l't realize
until it was too late that this would prove to be a problem. The result was that I had adequate
time to develop relationships, discuss characters and their relationships, marginal time to work
scenes and clarify text, and·no one to work with·Rudy ... who really needed the help as well.
Near the end· of the quarter, most of the cast gathered to read the entire script and to get
their rehearnal schedules because we were slated to begin rehearsals the day before spring quarter
began. I painstakingly worked up a schedule, placed a copy of the ground plaJl with it, and
explained my concept to the majority of the cast I was disappointed that Cole and George didn't
show; I was even·more disappointed with problems involved in the rehearsal schedule that
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weren't detected ... until too late. Specifically~ Michael and Jerry- had failed to-tell me that
rehearsals couldn't begin until 6:30 (a relatively easy fix). Many of the problems that I ra..11 into
resulted from an assumption that I would know things that weren't written down; perhaps there
should be a simple "fact section" that could be ineluded with in-·the procedures book. A largeic
problem that only relates to this particular show, was George's schedule. As soon as we were
about to begin he informed me he couldn't commit to-more than-three days a week. But given
that he was cast as Leonato and in more scenes than any other character in-the show, this resulted
in some turmoil. The result was that I had to spend a-great deal of time redesigning the schedule
again which was very difficult due to the importance of his role. I was NOT happy with this at
all. So, before we the first week was up, I had disturbed thr-ee different sehedules ... of course thi-s
made me look like I didn't know how to design-a sehedule. I wondered if my status-as a
graduate student was hindered me ... I knew George had problems preparing for all of his new
preps, but I also needed him. The only time it really got sticky, was the last Saturday rehearsal I
planned which included the entire cast; he told me he couldn't make it because he had made
plans. To his credit, we worked it out and he made it to the evening rehearsal. If I was faced with
this again, I would schedule a little differently; perhaps in larger blocks. But in terms of using
George, I wouldn't change a thing because his expertise demonstrated excellence to the students,
as well as his guidance concerning movement on a thrust stage. He was, frankly, one ofmy
biggest "supporters" and reduced my tension more than once. His advice was genuine, gentle,
and helpful. I learned a great deal from him. One thorny issue that George brought up, however,
was the lacking of my stage manager.
I broug.lit this problem to Jerry, but nothing changed. Maybe nothing could be done.
Regardless, this is one area of the production that I feel was a liability that I inherited without the
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proper experience to deal with. Not that I hadn't worked with stage managers before; in fact, I
am used to working with excellent stage managers. More, I hadn't worked with stage managers
at Central before. Watching Sarah during The Foreigner and Christina during Tom Sawyer made
me believe that the stage manager assigned to me was fully trained and able to undert.ake her
position. I was wrong. My SM's lack of skill undermined my rehearsals in terms of time and
organization; worse, her choices made it appear that I was callous to the needs of the cast, ill
prepared, a.11d sloppy. One example-I begin complaining that the cast wasn't watching those
who had experience (like Steve) and that they were missing out by not watching him work the
text. Thank god, before I went on and on, someone in the cast informed me that Katy had kicked
everyone out of rehearsal. Did she inform me? No. Did she ask me if that was what I wanted?
No. She was trying to aid the rehearsal process by clearing the area of unneeded noise which I
appreciated, but she failed to communicate the means she had used to do that. I was so buried in
my work, I didn't notice that the bleachers were empty. I needed to have a stage manager who
was able to set time boundaries for me, effectively communicate for me to the cast, help lead the
cast by keeping them quiet and reminding them to pick up after themselves, and distribute the
schedule in a timely and efficient manner. I don't know how many times cast members failed to
be notified on time, or notified at all. Katie's phone was also problematic and I never found a
time that I could call it and get through. I was always left listening to a message that informed
me her phone was out of service. Her availability to talk with me prior to noon was, also, nonexistent. If I wanted to change the rehearsal schedule, I had to hang up a note for her to find me;
this was a problem given that I was in class at 10 am myself two days per week and unavailable
until after noon. Other failings included her inability to keep track of time for me so I could
make informed decisions about the remainder of the rehearsal. She sat in a comer of the
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bleachers, behind a desk couldn't get up off a chair to talk wit.lime, didn't run the rehearsals,
failed to effectively send out needed communication to cast members, and undermined a positive
atmosphere by being cranky at the cast when the problems actually stemmed from her. I was
disappointed with-the help I received in dealing with her-suggestions such as "read-the
handbook to her" were useless. I DID talk with her, I DID ask her to communicate time limits in
a particular way, I DID ask if she had any notes to share with the cast, I DID ask her to sit closer
to me, I DID ask her to find a place for the cast to stay. Unfortunately, she failed to take
initiative, she seemed to not care about the comfort or working conditions of the cast and didn't
find them another place to wait until we were already weeks into rehearsal; and she failed to get
out schedules in a timely fashion. }.fore importantly, I did some of her paperwork because then I
knew it would be done. It was suggested that I was making her co-dependent; frankly, I was
trying to survive with a manager who didn't want, or know how to manage. Katy is a nice
person, but she is a lousy manager and I feel that it was a disservice to me and the cast to
maintain her position; Sarah Peterson would have been a much better choice and the change
should have been made early on during the process.
The largest thing I would change, in fact, is the technical accountability in this
department. Another person who was not trained, or held accountable was the prop manager.
Although Sean is a creative, wonderful person, but his lack of motivation or ability to keep to a
schedule will continue because there have been no consequences to his behavior. Good hearted
and talented that they are, I have to go back to my earlier comments about the actors---! would
rather work with a person who may be considered secondary, but is willing to fully commit to
the project. I felt completely out of the loop in terms of communicating with the tech.11.icians.
·with the exception of Sean, they would show up at design meetings, but when the design was to
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be actualized I found them difficult to find. In other words, they sold me certain ideas, but they
lacked the discipline to follow through in a manner which would be expected in the professional
world. Holly has fabulous ideas, but she deviated from the plan that was approved and left out
columns that were instrumental in unifying and simplifying the design. The look of the design
wasn't straightened out until Sarah found a picture of the set under the seating; then it was easy
to compare what had been approved prior with what was actually being painted. I was appalled.
Also, she and the other painters got behind which meant we were focusing lights when the floor
was a fairly bright yellow. The reflection probably caused some problem with the lighting focus,
although I don't know that for sure. I do know, however, that the floor wasn't sealed until the
last days which created more problems for the actors who found it to be more slippery. Of
course, the light reflected off this shiny surface differently as well. Finally, the masks that \Vere
painted didn't coordinate with the masks utilized by the actors ... they were supposed to. And,
the set was never truly finished. The masks that were to be on the gates were finished to look
like large leaves instead of faces; that was a huge disappointment. Also, the top of the set and
above the walls were supposed to be strong shapes that were going to be "put right" at the end of
the show; okay, we didn't do that and (looking back) there wouldn't have been the man power to
pull it off But the shapes that were originally drawn were more interesting and more to do with
cubism than the cut off fence that was attached to the top of the columns. Instead of looking like
there was more building above, the fences looked like ornamentation, or broken ornamentation;
so I don't think it worked as well. I truly loved the look of the finished columns, especially the
ones that hu..-ig from above. The lack of substance and the lack of attachment said a lot about us
"filling in'' our reality. I-also liked the trees, although the contrast between the various sides of
them needed to be more obvious. Several audience members asked me what turning them
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meant. .. since there was little difference between all the sides there was little visual reason to
turn them besides a slight indication of time changing. I should have cut that action.
The finished set paint treatment was lush and beautiful; it worked as a lovely backdrop to
the light-colored costumes and I thought that that contrast was beautiful and effective. In terms
of the process, however, I don't believe Central Ensemble is doing anyone any favors by
allo\.\'ing its technicians to continue their bad habits. I understand that they are only students, and
I understand that they are graded. Their discipline, however, was less than what I expected from
high school students. Frankly, there seemed to be no agent that I could go to for accou..-ritability
issues although Jerry did try to help. No matter how much I like Derek, he was part of the
problem. He is brilliant. He is fun to work with. He is engaging. The crew he leads, however,
has the mistaken perception that props and changes to the set can occur at the last minute ... and
these are horrible disruptions to the actors. It is true that actors have to be adaptable; but there
seems to be a sense that the technical crew is not supporting or working with the performance
majors. This chasm is odd, especially since all members of Central Ensemble are supposed to
have at least one experience in all fields. I firmly believe it comes down to a basic lack of
respect.
This also includes the lighting crew who negatively impacted the entire tech week with
loud comments that were disruptive to the action on stage. It is true that lighting in that
configuration is difficult, it is true that I was asking for a "look" that was difficult; however,
when they are adjusting levels/making notes/changing cues/whatever they didn't need to speak in
loud voices. IF this had gone on only three or four days, okay; but this went on Llie full week.
The cues weren't even complete for the preview night. The result? There was no opportunity to
provide input about their final light plot since it wasn't finished until opening. Of course, that is
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a way for them to have complete control over the situation. I was not satisfied with some of the
abrupt lighting changes ... if they wanted this unreal look, it should have occurred more
consistently during the production. The lighting problems that bothered me the most were: 1) the
abrupt change in the church when Claudio is asking Leonato what he has to give for this
"precious jewel"-suddenly Hero was lit very brightly and Claudio was darkened. I understood
the idea ... but Claudio was the one speaking. 2) The second was later in the same scene when
Benedict said, "Enough, I am engaged" to Beatrice. The whole area suddenly dropped down to a
purple-red and brought attention to itself 3) The ending tableau was too bright; and it stayed up
for too long of a period, so the ending appeared highly artificial and didn't have the "fading
away" look I desired. 4) The sunrise during the tomb scene was odd since the sunrise occurred
over the audience, rather than hitting the actors. 5) Overall, shadows were a problem for many
of the actors; many failed to hit their light because they were inexperienced and weren't used to
searching for it; others didn't hit their light because they moved into an area they weren't
suppose to be. A lot of that could have been remedied if the actors had had some time to work
with a finished light plot so their movement could have been corrected. 6) I was, also,
disappointed with the lack of lig.lit behind the set. I asked for a eye; I asked for panels; I asked
for fabric. I wanted color behind the set to help set mood. I told them I didn't want black. I got
black. Occasionally there was a graphic behind the set, but besides the moon (which was
fabulous), this colored graphic/shape didn't help communicate time, concept, or add to mood. In
fact, I was distracted by its shape since it looked like Venetian blinds, or fronds from a plant.
Again, there \Vas no opportunity to give feedback since they were still adding instruments until
the end. 7) I couldn't tell if the scene was occurring during the day, or at night. 8) I was
unhappy with the "clock" that hit the audience. I expressed some concern about these being
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focused on the audience, but that comment was ignored. The result? Some people guessed
correctly that it was a clock; audience members who were blinded by the light looked annoyed
and didn't seem to care for the exposure; it took the audience outside of the world we were trying
to build. When I heard about this idea, I understood it to be a vibrant wash of lights moving
above and around the audience, hitting so large an area no one single person in the audience
would have been seen. And dim ... so there were shadows and colors. At one time, there were
beautiful colors over the audience (the "sacred space" cue) which mirrored the look of the poster.
I wondered if the 12 instruments that were used to simulate a clock ticking would have been
better used as specials for particular acting areas. Again, the problem wasn't the idea, or even
the lack of understanding between the technicians and me; the problem involved TIME. There
was no time to provide feedback; and when I tried to speak about cues I was told they had
"gotten it" or were working on it, or it had been fixed; in other words, I didn't feel my input was
desired or needed. Ultimately, he had the control.
On the positive side, the fog was an interesting element that added a great deal, although
it was difficult to gauge how much was needed since the temperature in the performance space
impacted its dispersal rate. I also adored the rain effect which was visually interesting and
effective. I also appreciate the variety of "looks" that were managed; in particular, I loved the
first and last garden scene; the gobos that indicated structures that weren't there; the church
window that allowed light in from some source from the back; the interior space of t..lie church at
the beginning of the procession and first lines of the friar; the transition that moved us from the
end of the intermission into Dogberry's scene; the transition from the top of the show into the
first lines of Leonato; the lovely focus from the entire stage to just Beatrice and Benedict in Act
I; the focus moving through lights in the reveling scene (this was difficult); and the look of the
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tomb scene (my favorite; although I did joke that it reminded me of Star Wars-the emperor,
Obi One, and Luke). Another element was the costumes.
For the most part, I was pleased with the costuming. I liked the silhouettes of the
women's dresses; as well as the shape of the soldiers' jackets. The differences between each
character were subtle. That, combined with a uniform color, may have confused some of the
audience in the group scenes; however, I liked the overall look of so much light coloration. The
contrast with the set was striking and effective .. If this had been in McConnell, there wouldn't
have been enough differences, however, in the costuming. \Vith the close proximit<J of the
audience, I believe they could easily tell who was who when it was necessary. In the group
scenes, I preferred a homogenous look. At the least, the jacket lapels deviated from a traditional
style in ways that matched the women's corsets, and fit within the set. Changes I would have
made if they had been available to me: 1) Don Pedro would have had a black jacket. This would
have supported the Spanish heritage of his house, and would have defined him even more. Don
John and his men may have benefited from another color choice-maybe grey. That would have
left Benedict and Claudio in lighter tones, similar to what they were. I would have preferred the
other soldiers in browner shades. 2) The Docker pants were horrible, yet I was stuck with them.
I suggested a lighter material that would blouse, like women's stretch pants, because I didn't
want form-fitting hose; however, the modem look of the trousers were troublesome and I would
have pushed that further if it hadn't been a choice based on the budget. The shoes were
somewhat problematic as well; I wanted boots ... the expense of that, however, was outrageous,
so we used spats and wrappings instead. I really like the metals that distinguished Claudio, Don
Pedro, and Don John. The swords, also, helped distinguish the more important men from those
lower in rank. The women's necklines were slightly different from each other and they were
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trimmed in differing shades of piping. This may have not been enough, however, and I would
have liked the blouses to have been colored differently. If the serving women had been
darkened, and Margaret and Ursula had darker blouses, then Hero and Beatrice would have stood
out better. One of the reasons that beige clothing was used was to pick up changing variations
of the lights; however, there were not enough variations in lighting and this effect may have been
more effective on a proscenium where lighting control isn't as difficult. Working with the
costume shop was, for the most part, easy. They had gotten behind, however, due to an
ambitious production schedule and they were struggling at the end to get everything finalized.
Another issue was that Scott was overloaded ,vith teaching and his duties as department head;
frankly, he didn't have a huge amount of time to devote to this project. Overall, the costuming
worked and Scott kept me informed as to the progress being made. The only issue I had was
some inflexibilit'J due to budget restrictions and some resistance from the designer to use
additional colors. Another technical issue I'd like to address is the dancing and the music.
Once I had decided upon Messina in 1600, certain limitations were immediately imposed.
For one, I had to find someone who could offer some expertise in Italian dancing. I was grateful
to find Dean from Ye Merrie Greenwood Players who came up from Kennewick to help me.
Although the dances were repetitive, I was relieved that the actors could master them quickly;
the plot "stopped" during the dance numbers a.-rid I resorted to chopping them in length and trying
to add variety after Dean had left. I believe I was only semi-successful since I had changed the
scene so that important dialogue was not part of the dance; that choice was based on the thrust
configuration in which having so many people dance, I believed it would be difficult to create
focus. That area of the party did drag, and I tried to remedy it by having Don John '\vork" the
room; however, the lights didn't pick him out when he was doing that, so it was pretty difficult to
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pick up anyone in particular. Mistakenly, I had also thought that there would be shifting tones of
light that would have hit them ... I wanted the sense that this one dance represented many
dances .. .it didn't work. The entertainer, however, was great. I looked forward to Albee every
night as well as the women's frolic in which die interactions between the men and women got
more rowdy. My reasoning was that the evening would begin more refined and gather energy;
that occurred somewhat, but it wasn't as successful as I would have liked. Given the
opportunity, I would have used another choreographer after Dean to provide variations ·within the
dance. The music was all authentic and I made the choice that period instrumentation should be
utilized. Hours were spent, therefore, finding music; for the most part the selections were
successful. The music department head, in fact, complimented me on choices we made, so I was
relatively happy with them. The system we used, however, had some shortcomings and the
directionality of the music was difficult to control. Like lighting control, with a thrust, the sound
was difficult to gauge. One selection that underscored the party scene, for example, sounded
great from the center seating unit; however, from the side it was too loud and obscured the lines.
After I sat over there during one performance, we immediately made adjustments, but I
wondered how many people had been annoyed by the music during that particular scene. Again,
it came down to time and personnel issues. Chris couldn't sit out in the house to hear his own
sound because he had to operate the board from the booth during the tech rehearsals; that was
certainly a mistake that shouldn't be repeated. Speaker placement wasn't optimum and my
sound person could have worked that out better as well; some of the speakers "cracked" a little
as well and the sou.'ld quality from the various speakers weren't uniform. I hope Central will be
investing in a new sound system for the Tower soon. With the scene changes being made, I felt
music would help set the tone for the next scene, cover scene changing noises, and add interest.

I
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Scene changes are an issue that has been brought to my attention from a variety of
people. Interestingly, some people loved the various looks that the scenery changes provided;
others detested them and blamed them for a lack of momentum. I \\rill stand by my choice to
have changes. I asked my sound person how much time was used up with music being played
during the changes-it was under 2 minutes 30 seconds for the whole show. I don't believe that
was a huge "slowing"; especially since mood was set by the various actors as they set the space.
In particular, the most effective change was the tomb scene which was set as if they were
grieving; another longer change occurred when the interrogation scene was being set up. Rudy
and Brian entered as if they were supervising the movement. .. but I will concede that those
details may have been difficult to see from above. More importantly, the set pieces that were
being moved around were never used in a complete closed pattern until the ending. I saw this as
symbolic of the unions being made; eve1ything being made right; and completion. I grant that
the pieces were heavier than I thought they'd be, but I believe the actors mastered how to move
them effectively. Derek can be credited with finding ways to move the set pieces quickly and
beautifully ... he ran a efficient movement rehearsal which nailed down responsibilities as well as
choreographed the patterns. Both of us worked together to create the various looks for the
scenes, although I believe credit should go more to Derek. If there was a lack of momentum, the
actors could have begun the scenes with more energy; and that was my responsibility to see and
fix. The fault of slowness of scene beginnings, therefore, belongs to me and I would work on
pushing the beginnings, especially in the second half of the show.
Overall, I am pleased with my willingness to collaborate with the designers although
communication broke down between us at times. Since I am usually in charge of everything in a
production, it was a luxury to have others take responsibility for portions of the production.

Somers-Gulsvig 75
Having worked \\rith costumers, musical directors, and choreographers before, I was still always
the ultimate decision-maker, and I am comfortable in that role. I have to admit that there were
times when I desired to insist upon a certain idea (eg eliminate the plastic fencing), and didn't.
After teaching TH 107 and insisting that theatre is a collaborate art, that the major job of a
director is communication, I'm not totally impressed with my abilities to do either. I wanted to
experience a team approach to a project and I would welcome the opportunity again. I believe
that it would be more successful the second time because I would understand the designers
better; I would, also, enjoy the process more ifwe were truly equals. Being a GTA rather than a
full faculty member put me at a disadvantage, although I don't believe there was much conscious
decision-making based on that. Scott did mention it once and I was insulted that he would even
suggest that the GL\.s were easy to push around, but I would prefer to believe he was joking.
The experience of putting on a show in a strange venue, in the grey area between faculty and
students, was frustrating, challenging, and rewarding. I know that I dropped my guard and just
"went" for the best show possible with this team of people; I would certainly t1y to get to know
the designers better, discuss my concept more, as well as interview them about how they saw the
show. If anything, that was a major component that was missing ... their analysis. I never knew
Scott's character analysis, nor did Derek and I get together to talk meaning of:MAAN; mostly if
was one-way, with them trying to understand how I saw the show. Certainly the director is the
person at the helm, but next time, I'd want to know the viewpoints and biases of my designers so
we could begin the process more ·wit.Ji a shared perspective, one based in understanding.
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PERFOR.l\.fANCE EVALUATION
I liked the material much more in the second half of the show which probably lead to
some of the problems .. .in particular, the slowness. I tend to wallow in sadness and darkness and
I believe that cue pick ups suffered as a result. Frankly, I didn't address cue pick ups as much as
they needed to be addressed. In particular, the scene between Beatrice and Benedict after the
shaming scene was a trifle too slow. I wanted some contrast between the emotional upheaval of
Claudio and Leonato, but the friar provided some of that relief anyway; unfortunately, I allowed
¥....ristl to set the pace and it was a little slow. It grew, of course, but ... The Dogberry scenes
were very slow; Rudy was working on the text and characterization for too long and, although I
tried to get him to top others and move it along, it was enough to get that much out of him. He
had, unfortunately, waited too long to begin working on his text in earnest (he didn't have it
memorized when it was due); and ·with no Brian in the class winter quarter and George and Steve
being unavailable a lot of the time, it was difficult to work on his scenes. This was something I
should have spotted earlier and worked on it more with him alone. Although we worked a little
together, I should have redoubled this effort. I allowed Brian to push ridiculously because it
seemed to help Rudy's characterization; some nights Brian went too far, but others he managed
to hold onto integrity while still being fairly outrageous. He was, however, less uneven than
Rudy.
Most of the characterizations were interesting and honest. I was pleased with Rudy's
ability to create a character far different than his normal fare; we had to work hard on that since
he wanted Dogberry to be "puppy-dog like." I wished he could have gone more with the bull
idea. We used images to get him to move differently, as well as vocal exercises to fill the space;
he made progress, but he did need more help and time than was given him. Jeff (Claudio) made
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tremendous changes from his beginning of the rehearsals to the end; I was pleased with his
characterization at the end. He didn't want to appear to be callous or haughty and that was
difficult for him. The prop that finally helped him find actions that made him look more arrogant
was the handkerchief which he tore from Antonia's hand. I have to hand it to him that he put
more energy into his role than probably anyone else. He has NO training besides high school
drama class, and Wes' text class winter quarter. For those deficits, he came a long way.
Although my first choice for Claudio was Brent (who was cast in "Fool of the World"), I would
work with Jeff in another production because of his work ethic and potential. It was certainly
frustrating that Jeff didn't have the experience really necessary for this role, but his
determination and courage has to be applauded. He made tremendous strides and I was pleased
with how far he came. (But I would make sure his girl friend isn't in the same show since that
was a distraction during the performances; in fact their backstage behavior was fairly
problematic even though it was addressed.) Working with Alex to make him more masculine
physical choices was another chore; but again, he worked at it. I focused on Alex's impulses and
physicalization since he tended to hide and limited his expression within a fairly narrow range.
It was wonderful when he stopped thinking and just followed his gut. I wish I could have spent
more time with him and other cast members on certain problems, but with the time crunch, we
were lucky to get in a few special rehearsals that worked through some of my favorite exercises.
Andrew was fairly consistent, although he got frustrated during rehearsals whenever I asked him
to make a change. Unfortunately, I moved his first scene with Conrade from an interior to an
exterior, and then I moved his blocking again so we could see their interaction better; and then
finally we altered some more ofit---all for good reasons, but he hated adjusting. I was more
comfortable with those in the cast who were willing to play their roles in a variety of ways, and
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then I would ultimately make a decision where I wanted them-I wanted them to explore their
impulses and the space, but I felt like he played it too safe. He wanted me to place him, period.
We finally came to some agreement, but there were some unpleasant moments which I would
prefer not to repeat. Whenever I worked on his scene with Aaron, it took up hours .. . and I am not
exaggerating. Looking back, I would have slated more time on Saturdays for them, although that
was perceived as a punishment at times (it wasn't). Working with Aaron, however, was a
delight; he was positive, willing to explore options, and eager to please. He needed a lot of
encouragement to move on his own, but he did begin to voice or follow his impulses which lead
to a more organic moment. He was also a major conduit of information between the cast and me
which was instrumental in making it a positive experience. Michael recommended using him
even after the audition melt down; it was a great decision. Thanks, Michael. It also bolstered his
confidence and I believe he will be an asset to your program next year. Isaiah was frustrated a
lot of the time with Don Pedro; I enjoyed watching him struggle and having to work at this role.
He was extremely proud of the result; I know that came from hours of work that he wasn't used
to giving. At least, he has boasted that he hasn't had to work that hard on most of his roles; but
that may have been just a way to defend his own ego. Once he got some confidence, he took off
and played an interesting Don Pedro; he was definitely my favorite character. Jillian was more
than adequate as Hero although she was a little tall for the role. She referred to herself, in fact,
as the overly large bunny that is won at the fair; she felt awkward with Jeff's size and I know she
would have been better off with someone physically larger in the role. I used levels to try to
mitigate the height similarities, in fact, between not only Jeff and Jillian, but also Alex and
Kristl. It was truly the land of the Amazons. Jillian's understanding of the text was superb, but
her voice seemed muddy to me and too much the same. Her nonverbal work, however, was
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wonderful. She worked hard on the vocal variety but her tone was still too much the same, like
Jeff, when we closed. Her attitude during the rehearsals, unfortunately, was poor at times. She
didn't handle stress very well and she tends to lash out at others without thinking. She also
needed a lot more information than I was providing at first. She really likes to control, hates
changes, and wants everything in order ... she taught me how important spontaneous impulse is.
She doesn't trust herself as yet and needs to relax. But at the same time, I think I was too
focused on the work at first and forgot to look at her needs. It got better once I learned how to
deal with her questions; also, I scheduled additional time for her and her scene partners so they
could work and rework a scene until she felt sufficiently ready. Other people were the polar
opposite--Bride' for example was wonderful, yet we never spoke much. She didn't need much
more than the minimal amount of rehearsal, and I felt horrible when we had to repeat her scenes
again for someone else in the cast. She brought such intensit'; to the role that she would wear
herself out after two run throughs. I wish she would stop smoking ... that might help. I initially
thought about using her as Beatrice, but I'm pleased with what she did for Antonia ... such a
difficult role to pull off since it was a sex reversal and older. She was a highlight in the show as
far as I was concerned. This wouldn't be complete without addressing the more experienced
players I was fortunately to have--Kristl, George and Steve.
Kristl was wonderful to work with and she brought an intensity and desire that was
amazing to work with. At first, I have to admit, she terrified me because she I wondered if I
could provide her with any guidance or gro\\1h. We worked on her shrill voice and she made
progress with that; the only time it was truly an issue was \vhen she was tired. She was
extremely busy during the rehearsal period; for example, she was directing an opera, working
full time, and volunteering for her church. I, frankly, don't know how she pushed through all of
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her obligations. For the most part, she was able to juggle all her obligations, but I did see it wear
on her. She demanded time from me in ways that other cast members didn't-but it \Vas exciting
to work out detail after detait try to find just the right physical choice so she felt comfortable
attacking the next moment, etc. I have to admit I wanted to tell her that others needed my
attention more than she did (like Rudy), so it \Vas intriguing to see this accomplished actor need
attention from me. She demanded a huge commitment from Alex; in fact, at times it was a little
cruel. We worked on their intimacy over and over and over because she wanted to "feel it" from
him. At times she was justified; but at times she was not giving much herself and expected it to
still come from him. They finally connected. I had to resort to telling her she just had to "get
there" because she would have spent more time than we had \\rith the process. One of Kristi's
largest assets was her ability to explore different physical options; that was exciting to watch,
work with, and incorporate. George and Steve also brought a level of professionalism to the
show that was exciting to work with. Both of them would "charge a.liead" and take control of the
stage; at times it was difficult to rein in Steve, but overall he was an asset. It was interesting to
work with such a disparate group-here were the professionals who made choice after choice
and "played" \\rith the role next to those who refused to budge until I asked them to move. It was
a challenge to work with a cast with such a range of experience and talent. I had to learn to
speak up to both George and Steve without feeling intimidated; lh'lfortunately, I found that it was
an issue of men who are in my peer group. Steve was actually easy to work with compared to
George and I found that he responded positively to compliments. I could "tease" him and get my
way. George, however, was different. George truly helped me, and it is absolutely clear that he
brought a level of professionalism to this show that it needed. He certainly demonstrated his
ability to handle Shakespeare ... ! would love to just listen to him during some of the rehearsals.

Somers-Gulsvig 81
There were other times, however, when he resorted to game playing and sulking that I found
offensive. I wondered if he ever realized how much the students were watching him an.d making
judgments. I believe this wouldn't have been as much of a problem if the stage manager had
been on top of things, or if I had been an "equal". I had to have a few quiet conversations with
him in which I expressed my frustration; but I also resorted to getting some backup from Scott
and Jerry. All in all, I understand that he was in an exhausting position; but I will always wonder
ifhe would have pushed as hard against another director ifit had been another faculty member.
The darkest moment occurred in a relatively public place, the main hallway in McConnell, when
I began crying as I talked to him. I think it was probably unfair of me to "use" this tactic because
I know George is very protective ofw-omen. It wasn't that I was being dishonest, but I did
realize in the midst of a sob that he was feeling responsible for my distress ... and I have to admit
I enjoyed playing that role out because I got what I wanted. So, all in all, I found that I had to
work in a variety of ways to get from everyone what I wanted ... some my tactics were fairly
shameless; I an1 not necessarily proud of all of them ... but I would do it again if necessary. With
25 cast members, I had to play a lot of games that I didn't want to play
Although I had the time to work with them during winter quarter, I didn't see some of
these problems coming. I finally found ways to more effectively deal with the needs of my cast
members, but I believe the process would have been more effective if I had spotted some of these
problems earlier. I think that my work ethic surprised them; t.liey also, didn't know how to "read"
me at first and that slowed down the process at first. I was pleased that I allowed the actors to
experiment (not usually like me at all) because I think it made them feel more a part of the
process. It probably also confused them. It definitely slowed things down in an already-tight
schedule. If I was to do it over, I would begin giving notes to the group earlier; perhaps by one

Somers-Gulsvig 82
week. Overall, I was probably too careful not to "embarrass" t.~em. Walking the line between
respect and shove is difficult. .. we made it although I waited until the last possible moment to
begin shoving ... hard. I found that I didn't explain myself enough to the cast; I've never felt a
need to do so, but at this level it seems to be more important. Once I gave an explanation, they
usually responded and gave me what I wanted to see. I felt like I was wasting time explaining
my overall idea for the scene, but then I realized that they had no way of knowing \vhat was
going on ... dumb. So that would be another thing I'd change ... I'd provide explanations of the
scenes for the group scenes before ever beginning. As it was, we'd have to stop and I'd back
track and explain. They forgave a great deal.
Finally, I have to speak about the "masses" in the shO\v. For the most part they were
successful, although the men were never as masculine as I wanted them to be. I used movies for
inspiration, I asked them to train with the ROTC on campus, and we discussed the mind-set of
men who had gone into battle. They went a little of the distance, but their life experience just
hadn't prepared them for what I wanted. I was pleased with the progress that they did make; the
party scene, for example, did move from looking like boys from middle school were courting
girls, to a sense of them being men. The women were easier to work with .. . their lack of life
experience didn't impact them as much since their characters were relatively cloistered anyway.
The largest problem with the large groups were giving them enough attention. I felt horrible
when Tyson asked me if I could even see his facial expressions u.-ider his helmet. From then on,
I tried to mention provide more specific feedback to each of them. I looked for something
unique for each of them, something positive, to compliment them about. I still need to work on
that.
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The blocking was, for the most part, okay. There were scenes, however, that I wanted to
play in just one area; but I found that then the characters seemed too far away from 2/3 of the
audience. Getting used to moving characters around a lot was a challenge as well. Being used to
a proscenium, it disturbed me to have backs to some of the audience. I felt there wasn't the ever
the "perfect picture" that can be achieved on a proscenium. Giving the choice, I would have
preferred to work in McConnell even though it is an immense space. Looking at the areas used, I
was dissatisfied with the octagon stage left because it impeded and limited my blocking choices
over there. However, it also provided me \Vith many wonderful opportunities given the level
change. I was also distressed to see how much I used stage right. .. AHIIBHH! I don't know if I
could have utilized the raised portion upstage more, but I think I should have attempted that.
Movement was motivated, but I'm sure that the party scene was a little distracting at times for
the audience, especially in the seating area house right. It was extremely difficult to move
crowds around in a space where one voms were the only conduit. Again, I am used to using a
proscenium and having entrances through the audience anyway ... I was never truly happy \\rith
how awkward it was to get characters on and off stage. We spent a lot of time adjusting to this
and I resorted to changing exits based on which vom was closer. Any sense of geography,
therefore, was eliminated .. . and I didn't like that. I, also, felt like the sense of the fourth wall was
tenuous at best. Certainly some of the actors were better at this than others, but I didn't see
much evidence of anything being imagined where the audience began.
I've probably written too much, and still not addressed what I entirely thought of the
show. It was a huge project to undertake in the time frame that was allotted us and I think that
that was one element that I would never agree to again. Despite having the winter quarter to
work on text, there was a huge amount of work that needed to be accomplished within a very
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short space of time. Although Central prides itself on a professional model, I found it unrealistic
that students only got to rehearse from 6:30 - 10, especially on a project this size. The project
was extremely rushed, particularly at the end du.ring tech, and I believe the overall schedule
could be worked out so to more thoroughly support the specific productions. I know there will
always been a desire for "one more week"; but looking at the schedule we were given, I know
that I would never agree to something so restrictive again. I would have preferred working until
11, or having one more week; that change would have made the opening more like the second
week. 1\nd who knows how much better this cast could have pushed themselves? I believe an
excellent final product that is limited by a shorter run \vill always be preferable to a sloppy
opening due to time limitations. Of course, I'm speaking of ideals since time is money, huge
amounts of it in terms of production costs in the real world. Overall, despite the challenges and
limitations, I was pleased with my cast, loved the experience, and learned a great deal. Tha..'lk:
you for providing me amazing opportunity.

Thesis Resoonse to Much Ado About Nothin!!
Central Theatre Ensemble
Mayl9,2006
Brenda Hubbard, Thesis Chair and Professor
In response to the performance of Much Ado About Nothing, attended on a Friday night,
in the second week of the run, I am evaluating the merits of this thesis production
directed by Masters Candidate, Julie Somers-Gulsvig. The performance was also attended
by an audience of approximately 200 people, a very full house for this venue and
community. As one entered the Tower Theatre, a large black box performance space
arranged for this production in the three quarter thrust configuration, one was
immediately aware of an expansive setting illuminated with very subdued lighting. There
was an interesting blend of recorded music being played, some sounding stately and even
pensive and sad and other selections more playful. The pre-show music seemed to have a
strong classical influence while also suggesting a more contemporary sound. The music
supported the stage picture, especially the lights, which were mostly dark and moody
with small occasional shafts of light warming the set slightly.
It is interesting to note that the lighting on the audience and set changed in an obvious
and pulsing way as lights came up and went down on different areas of the audience in
the preshow and transitional moments during scene changes once the performance began.
At first I found this interesting and pondered what it meant. It was intriguing to think
about. Was there some symbolism attached to the movement of the lights? It seemed to
be saying that this is going to be as much about the audience, as it is the performance.
However, when the illumination "pulsed" on the stairs, I was again confused. Later
during scene changes, the pulsing light picked up on the rhythms of the music in a playful
way but then immediately went out of synch with the music and functioned
independently. Ultimately, I was left to feel perplexed and confused that I did not
understand the reasoning for the pulsing light. It distracted and annoyed me.
Setting and Props
The set was a multi leveled, unit set suggesting a piazza in Italy. In the sun drenched
colors of an ancient culture which included terra cotta, gold, peach, burnt orange, tan, and
lavender, the pallet was rich and visually exciting. The look of the set pieces conveyed a
kind of selected realism. By this I mean that it was recognizably a real world, but with
porticoes, steps, pillars and such. But it was also devoid of realistic looking foliage, sky
or columns seen in their entirety. The shapes of the platforms were all geometric and
angular and even the trees were a series of geometric circles which created a highly
formal, detached and surreal sense of place. The lack of natural elements coupled with
the geometric shapes suggested a world that was as rigid and formulaic. The painted
textures and vibrant colors suggested a world that was hot, passionate and Mediterranean.
The suggestion of columns which started on the stage floor, broke off at thigh level and
were then continued far above the stage helped to "stylize" the overall look of the
environment. At first glance I did not realize that the pieces of columns above were
connected to the pieces below but eventually saw that the set designer was encouraging
the eye to look up and make such a connection, On the back columns or arches were
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painted sun masks that were rendered in style more modem than the period conveyed by
the costumes which was puzzling to me. I wondered what period the production was
situated within? In addition, I did not understand the broken lattice at the top of the
arches. Was this an attempt to distress the stage and convey a weathered environment or
did this have some symbolic meaning? I was never able to answer these questions.
Behind the arches upstage was a black scrim that was mostly dark, although occasionally
lighting shone on it in some rather startling and obvious ways that I found interesting but
also distracting. The elements I found most appealing about the setting were the
flexibility and changeability of the performances space due the many levels and sitting
areas and the wonderful color pallet which changed frequently under the many different
lighting looks. There were moments when the lighting made the environment
breathtakingly beautiful. I also enjoyed the paint treatment which had a stony, weathered
look, with cracks and texture to it.
Props in this world ranged from abstract "flower arrangements" that suggested an ugly
and modem faux flower style to the more realistic look of wine skins. The bottles and
glasses were contemporary looking and painted in a garish and unusual way. The
rearrangement of set pieces required some rather clumsy and lengthy scene shifts that
broke the action of the play at times although they pieces used to good effect by the
director once the scene began. I wished that there had been less shifting or that it had
been quieter but the units were obviously heavy and hard to set down with ease.
There was dressing on the set with pictures of people in masks before a party scene and
real fruit on stage that actors ate in another scene. The disparity between the real fruit
and the ugly abstract flower arrangement bothered me. Why real in one scene and then
symbolic and faux in another scene? I wished for more touches of nature in the setting
that could have spoken of lush flowers and foliage. The severe flower arrangements
seemed to suggest that the wedding was doomed from the start and this was heavy
handed to me.
Costumes, Masks and Makeup
The costumes in this production were designed within a very narrow selection of color,
line, materials and form. All the military men looked much the same as did all the young
women. There were subtle variations among the soldier's costumes that I perceived but
did not understand. The differences did nothing to enhance the storytelling. The Prince
had on more jewelry, and this coupled with the actor's elegant way of moving and
speaking helped to delineate his character aside from the text. However, all the men were
in suit jackets altered to look like uniforms with military patches, stripes and epaulettes
sewn on to them. This was mostly successful. The lower part of the uniform look
included contemporary men's khaki pants of the "Docker" variety with leggings and
spats over them and partially covering contemporary hard soled shoes. The tailoring of
these uniforms looked appropriate but I found myself distracted by the modem pants and
shoes. While I am aware of the time and budget limitations inherent in any college
theatre program, these details marred my appreciation of the production and were
distracting.
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The young women all had on the same form fitting off-white top and flowing skirt. The
tops were made of a shiny material and the skirts had a more rustic feeling, as the fabric
appeared to be muslin. I liked the silhouette which emphasized a small waist and a more
ample bosom. It said, "Tuscany" to me which I appreciated. The choices that
differentiated the women's characters were unclear to me. They all had different kinds of
corset pieces in varying muted colors and fabric but I had trouble picking out who they
were and where they belonged. The waist cinchers were of varying shapes, some
symmetrical and others asymmetrical. The later design was less flattering to some of the
women, making one breast look noticeably larger than the other.
Another element that made distinguishing the women from each other difficult was the
fact that many of the women were of a similar size and had blond hair. While it was not
necessary that the women, save Margaret, Hero and Beatrice, be distinguishable, it would
have enhanced detail in the storytelling. It would have given more resonance and detail to
the overall production. Beatrice was not hard to differentiate since she was easily one of
the tallest and most stately actors on the stage. Hero also was easy to pick out as her
visual difference were obvious.
The older characters of the friar, father and his sister were more clearly and evocatively
rendered. I was particularly impressed with the doublet that the father wore. It was
beautifully tailored and of an interesting and colorful material which made finding him
on stage visually easy. His "sister" wore a different kind of corset and headdress that
separated her from the younger women. And of course, the friar, in typical friar robes,
stood out appropriately. I was troubled by the tan "Docker" style pants that stuck out
under his robes and distracted from the overall look by that detail.
The comic characters all had rather bizarre tattered jackets over "Docker" style pants and
I was left confused about who they were and how they fit into the world of the play. The
fabric used suggested a kind of faux camouflage look. There were several papier-mache
helmets that seemed to come straight out of Man of La Mancha and were distracting
because they were obviously of a light material, not the metal that the painted treatment
appeared to suggest. The most successful costume looks overall were those of Beatrice,
the juggler, the older characters, Don John the bastard, and the blended look of the
women while dancing.
In addition, one must mention the masks that were used during the party scene and at the
beginning of the play. It was clear that the masks, also reflected in the painted scenery
and dressing, were part of a larger concept. However, I was not sure what that concept
was. Characters wore masks and then became unmasked, I understood that. But beyond
that, I am not sure what the larger meaning was. The masks themselves were beautiful
and seemed well made. However, I did not understand what each individual mask worn
meant, if anything, and lost its connection to the wearer. It appeared that the masks were
generic and random. This seemed a missed opportunity for the designer and director to
enhance character through the use of one more costume piece.

3

One must also comment on the makeup, unfortunately because it occasionally distracted.
Several of the men were so overly made up that I found myself wishing that it had been
applied more sparingly. George Bellah and Aaron Siebol in particular but many needed
more subtle shading and highlighting.
Direction
The directing of this production was accomplished, subtle, engaging and probably about
90% effective, which is a high percentage level for a thesis production. Overall, there was
good pacing, funny and charming characters and an accomplished handling of the text. It
was very helpful to have a text coach on the production and elevated the actor's
effectiveness tremendously. I only had trouble understanding two of the many characters,
Hero and Dogberry. But the rest of the two and three quarter hours was crystal clear.
The play began with Beatrice in a archers' pose, reminiscent of Diana the huntress. It
suggested that she would be shooting arrows with her quick wit throughout the story
which is clearly substantiated by the text. The interactions between Beatrice and
Benedict were lively, nuanced and appealing. Krystl Miller in the role of Beatrice was
lovely, charming and compelling. Her long and lithe figure was appropriately elegant or
strong as needed.
Alex Garnett, as Benedict, carried off the wit and intellect of the character but lacked the
more "masculine" or "macho" aspects of the military man. He was sometimes shrill in
his voice and laughter which lacked believability. I occasionally saw him push
emotionally which distanced me from his performance. He also seemed unclear about
how to hold for the laughs he and Krystl often got in their scenes. However, his chemistry
with Krystl was engaging and he clearly has grown in his accomplishment as an actor
during his training at CWU.
I would describe the pace over all in the first part of the evening as sparkling.
Picturization was evocative and the focus was clean and clear. I understood the storyline
and found the conflicts engaging. It was very helpful to have seasoned professional
actors in the roles of the father and the friar. Both actors, George Bellah and Steve
Nabors, added a maturity and charm to the production.
One of my overall criticisms with the direction was that the pace lagged before and after
each of the large ceremonial scenes. This was due to cues that were called too late, and
actors not charging into the scenes, but entering in a sedate and deliberate way. In terms
of the variety that one hopes for in pace, I would say that the sense of rush and retard was
missing overall. The pageant dance was delightful and one of the better crowd scenes.
The dancing overall was moderately successful, although one wished for more variation
and less repetition. However, the actors did much to enliven it.
I think the words "intelligent and sparkling" would most clearly summarize this director's
approach in the first part of the production. This did much to underscore the scenes
between Beatrice and Benedict. However, there was a lack of passion within the
ensemble which sometimes made other moments puzzling. The limited abilities of the
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actor playing Claudio did nothing to assist the director in plumbing the more explosive
elements of the play. I also never witnessed Claudio and Hero connecting earlier in the
play, so that later, when he asked for her hand and was granted it by her father, I
wondered whether this was just another arranged marriage or one born of their
infatuation.
After the pageant ball when couples danced off together, I had little sense that the night
might be full of sexual passion. By the time we got to the middle of the second part of the
production the overall effect of the direction was slow, somber and lacking the urgent
unfolding that such plays need. I wondered if there should have been more cuts to the
text? The comic relief of Dogberry and his stooges was appreciated, as was the
mysterious fog effect, but the comedy of Dogberry was marred by the actor's poor
physicalization and articulation. One must understand the actor if the "Malapropism" is
to be appreciated. Brian Kiger' s performance was so pushed and unreal that it gave me
no impetus to respond with laughter.
Lighting
The lighting effects, especially the moon which was wonderfully rendered on the scrim,
were interesting. I was disappointed when the other stage levels were brightened, thus
causing us to loose the moon effect. There were other times when lights came up abruptly
or changed in a way that was distracting, like those cues that occurred during the
wedding. Another time they were distracting was during the "Kill Claudio" sequence
between Beatrice and Benedict.
The tomb scene was beautifully staged and lit and the unit set was used to great effect.
The music in that scene was also very effective. However, the scene itself seemed
unduly long. The pace, as the play concluded seemed to grind to a halt. This coupled with
a tableaux that was slow in coming, the length of the play, the stuffy overheated theatre
and the intensely uncomfortable seats made me quite glad when it was finally over.
There were several actors who stood out as being quite enjoyable; Isaiah Crowson, Bridie
LaPlatney Schroeder, Andrew Kunellis, Krystl Miller, Alex Garnett, George Bellah,
Steve Nabors, and Cole Cook among them. My favorite moments were between Beatrice
and Benedict. I was also very fond of the two scenes where their friends are trying to get
Beatrice and Benedict interested in each other. In addition, I found the color pallet,
flexibility of the set, painted textures, use of the voms and the blocking of the director to
be highly accomplished.
Overall, I would have to say that this was a very polished and successful thesis
production and one that easily demonstrates the skills of director Julie Somers-Gulsvig.
Congratulations to her and the entire ensemble for a production we can all be verv oroud
to have mounted.
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